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Abstract 
The rural craft industry used to be a source of significant income for rural people and employed a 
large number of people, but they are now struggling to sustain their businesses. Researchers are 
aware of the diminishing numbers of rural craft industries and have begun examining how to 
support them through approaches such as adopting an industrial design strategy, providing training, 
clustering policies, and financial aid, improving technology, developing marketing aids, and 
supporting collaboration between designers and craftspeople. Nevertheless, in Indonesia, support 
and assistance programs for the rural craft industry have not had a lasting effect on enhancing the 
industry. 
In Indonesia, intervention programs have usually been developed and applied using top-down 
approaches, that are neither informed by the local context and culture, nor have they fully engaged 
the imagination, innovation and capacity of craftspeople. The research presented in this dissertation 
explores the potential for participatory and collaborative approaches, working with local 
craftspeople in order to understand the local context, their motivations, barriers and opportunities 
and to collaboratively develop strategies for advancement and innovation.  
A further significant aspect of this research is that it explored collaborative design approaches for 
hedonic products, those whose primary value is in the quality of the art and craft to bring pleasure. 
Artistic and craft products are often developed by individuals, but successful innovation strategies 
require bringing together skills in design, craft, business and strategy. However there is a significant 
gap in the collaborative design literature regarding strategies for co-design of hedonic products. The 
rural glass-bead craft industry in Jombang, Indonesia was selected as a case. 
The aim was to develop an effective model of collaboration between craftspeople and designers 
with the overall objective of improving the rural craft business and preventing a further diminishing 
number of rural craft industries. The local context, global context, difficulties faced by rural craft 
industries and their potential strengths and opportunities were examined as groundwork for the 
development of the collaboration model. 
The researcher participated in the craftspeople’s daily lives during visits in 2010, 2011 and 2012. In 
the first phase, an understanding of the context was gained using contextual inquiry techniques, 
which are derived from studies of culture in the field of anthropology. In the second phase, in order 
to pursue innovation in the glass-bead craft design, the researcher conducted collaborative design 
learning between a group of craftspeople, professional designers and design students. However, the 
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problems in the craft industry are complex and beyond the issue of design alone. Therefore, in the 
third phase, a participatory action research (PAR) project involving the craft community was 
implemented to find ways to enhance the craft industry. The PAR project resulted in the 
development and delivery of glass-bead-making workshops to four high schools to promote the 
industry. 
The research found that rural craftspeople face complicated problems caused by interrelated 
aspects. Due to limitations related to the human and financial resources, availability of materials and 
traditional technology, the craftspeople not only had to deal with external issues, such as the global 
economic crisis, passing trends and the abundance of similar handmade-looking machine-made 
products at cheaper prices in the market, but also had to face internal conflicts within the 
community. The kinship relationship, neighbourhood, and religious and political views in the rural 
community led to the tendency of grouping and conflicts of interest. Furthermore, practices such as 
headhunting of craft-workers, copying and price competition worsened the internal conflict in the 
community. These limitations and conflicts led to the craftspeople finding it difficult to keep their 
business alive. 
Collaboration between craftspeople and designers in assistance programs that aim to enhance a 
craft industry usually place designers as the directors or trainers of craftspeople. In fact, craftspeople 
have their own style of working, which is different from the approach of designers. Rather than 
considering one party as more expert than the other, it was considered that more effective 
collaboration is likely to arise from engagement founded in mutual respect and power. The concept 
of collaboration to pursue innovation in an equal power relationship is in line with the spirit of the 
participatory design method. Nevertheless, to date, there has been little use of participatory design 
methods to support the design of craft products whose primary purpose is for pleasure (i.e., hedonic 
products). 
In the present study, instead of considering designers as role models who train craftspeople to 
pursue innovation, the designers followed the craftspeople’s interests and ways of working. The 
designers acted as partners, provocateurs, assistants, mediators and evaluators for the craftspeople. 
As a result, new craft designs were produced by the craftspeople, some of which went on to gain 
success in the market.  
The study identifies that craftspeople have different motivations, which distinguish them as: craft-
entrepreneurs, craft-makers, craft designers and even craft-artists. Support will only be effective 
when it fits the motivation related to each craftsperson. The challenge is how to conduct a 
collaboration that accommodates different types of craftspeople who have experienced internal 
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conflicts. The researcher applied a participatory action research approach and acted as a ‘pseudo 
insider’ in the collaboration. The craftspeople participated in designing the plan, giving them a sense 
of self-accomplishment, ownership and building their capacity to collaborate. 
The collaboration resulted in the delivery of glass-bead-making workshops to four high schools in the 
region surrounding the industry. The workshops were attended by hundreds of students and 
teachers. These workshops caused the students, as prospective local customers, to acknowledge the 
industry. Socially, the glass-bead-making workshop united the craftspeople; economically, the 
workshops provided an alternative way for the craftspeople to gain additional income as tutors.  
This research found that involving craftspeople in the whole process of formulating action aimed at 
promoting the industry can lead to a positive result. Taking an open approach to influential persons 
in the community, building a close and friendly relationship with craftspeople, as well as setting up 
the program to be as inclusive as possible allowed the craftspeople to engage in and easily join the 
project. A collective action at the end of the participatory project showed positive signs of support 
for community development as it brought both social and economic benefits. 
This research makes the following contributions: 
1. It fills gaps in the literature on participatory design for hedonic products by supporting the 
development of design quality and skill through a collaboration using community-based 
design approaches.  
2. It addresses the paucity in the participatory design field on effective strategies to support 
the development of craftspeople. In particular it contributes an approach that acknowledges 
and responds to difficulties in local community dynamics by placing a focus on 
understanding motivations, culture, relations and grouping tendencies and working to 
engage pro-active behaviours according to the motivations of each participant. 
3. The study enriches the literature about the rural craft industry, especially in the Indonesian 
context. 
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1 Introduction 
1.1 BACKGROUND 
The craft industry used to be a source of significant income for rural people and employed a large 
number of people, who participated part-time or full-time (Kerr, 1991; Rogerson, 2000). The 
invention of machines since the industrial revolution has threatened the existence of rural craft 
industries. Handmade products have gradually been replaced by machine-made products, which are 
more consistent in quality.  Although craftspeople sell their products at a cheap price, considering 
the labour that goes into them, machine-made products are cheaper still, and in some cases much 
cheaper. As a result, craftspeople could not continue their businesses since their income could not 
meet the cost of production (Cohen, 1998; Dhamija, 2008; Dilley, 2004; Dutton, 1983; Friel & 
Santagata, 2008; Kamara, 2004; Liebl & Roy, 2004; Rogerson, 2000). Craft products with unique 
characteristics, such as items containing decorative ornaments, which are not easily duplicated by a 
machine, have a better prospect in the market. Nevertheless, the rapid development of machinery 
has gradually enabled the production of products with a “handmade-look”. 
The rising use of machines to duplicate handmade products should logically lead any craft industry 
into bankruptcy. Surprisingly, despite this threat, there has been a significant growth of craft 
industries as evidenced in the frequent craft exhibitions held locally, nationally or internationally all 
around the world. Although these exhibitions do not purely showcase handmade products, the 
majority of the products sold are handmade. Many of those handmade products are sold 
successfully at expensive prices.  
A review of the literature reveals many reports of successful craft industries (i.e Girón, Hernández, & 
Castañeda, 2007; Scott, 1996). Authentic products with high quality and diversity, and the innovative 
approach of producers were identified as the necessary attributes of successful cultural industries in 
Los Angeles (Scott, 1996), while Girón et al. (2007) reported that pricing strategy, personal 
recommendation, product diversification and the supply of information about the craft to the 
customer were the key success factors. These craft industries do not rely on natural resources, but 
on the intellectual capacity of human resources to develop innovative products or markets. This fact 
indicates that there is an opportunity for the craft industry to grow as source of income in the 
future.  
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A contradictory situation between the growth of the innovative craft industry on the one hand and 
the decline of the rural craft industry on the other hand leads researchers and policy-makers to 
search for ways to assist rural craft industries. The World Craft Council (WCC), for example, was 
established because of an awareness of the cultural and economic potentials of the craft industry to 
support people’s livelihoods. The WCC is a non-profit, non-government organisation affiliated with 
UNESCO that aims to assist the industry through the following mission: 
Its purpose is to strengthen the status of crafts as a vital part of cultural and economic life, to 
promote fellowship among the craftspeople of the world, to offer them encouragement, help, 
advice and foster economic development through income generating activities. (World Crafts 
Council, 2012) 
The work of the WCC ranges from education (such as introducing crafts to schools, establishing 
partnerships, and conducting research about consumer and market trends), fundraising, and 
marketing (such as bridging relationships with the WTO, governments and other bodies for better 
access to craft products and to create a special status for the trade in craft products).  
The adoption of a business strategy is commonly suggested as a way to assist the craft industry and 
prevent its further decline (i.e Girón, et al., 2007; Kamara, 2004). Nevertheless, strategies for a 
successful craft industry do not necessarily work effectively in different contexts. Training for the 
rural craft industry involving successful craft business practitioners or experts has not necessarily 
had an impact on the improving rural craft industries. The limitation of human resources was 
another aspect that caused difficulty in growing rural craft industries.  
1.2 CONTEXT 
This research presents a case study of a craft industry in Jombang, East Java, Indonesia. Java was 
prioritised as the setting for the pilot project, given the financial and time limitations of the study, 
because people from this area have a cultural background similar to that of the researcher (more 
explanation in 3.3.5). It was felt that this common cultural background would accelerate the process 
of building rapport during the initial phase of data collection. 
The rural glass-bead craft industry was selected as a case study. This craft industry is valuable as a 
case study, as the glass-bead craft industry in Indonesia is rare compared to other traditional crafts 
such as batik, weaved bamboo, or wooden and rattan furniture. In addition, the Jombang industry is 
the prominent glass-bead craft industry in Indonesia. It began in the middle of the 1970s, then grew 
steadily, and reached its peak in the 2000s. There had been up to 200 industries in the area 
employing thousands of rural craftspeople at that time, but in the following decade the numbers 
diminished rapidly. The limitations faced by rural craftspeople in relation to the available human 
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resources, materials, technology and networks are often regarded as the reasons for failure to 
compete in the current market.  
Assistance programs have been set up throughout the developing world to address these problems. 
The programs typically include design and management training, and facilitation of the marketing 
and distribution of craft products. Such assistance programs are common in rural craft industries in 
Indonesia. While these programs offer value and give new insights to craftspeople, they do not fully 
engage the imagination, capacity and innovation of the craftspeople. As top-down policy initiatives, 
these programs overlook the unique potential of the participants as well as the local context. 
Additionally, the complexity of each particular rural craft community with its inter-related aspects of 
communal life has been overlooked.  
1.2.1 Problem Statement 
The craft industry has great potential in this the era of creative industries. Nevertheless, the 
diminishing number of the rural craft industries indicates that rural craftspeople face difficulties in 
maintaining and growing their business. This research aims to examine this problem in the context 
of the difficulties faced by the rural craft industries as well as the potential strengths of these 
industries.  
The ineffectiveness of previous assistance programs indicates that assistance programs offered by 
outsiders do not successfully meet craftspeople’s needs or expectations. This study identifies the 
limitations in previous assistance programs and proposes an alternate way to support the craft 
industry by encouraging the self-determination of the rural craftspeople. In particular, this 
research investigates how collaboration with rural craftspeople should be implemented in order to 
improve the rural craft business. 
1.3 AIM OF THE STUDY 
The aim of this study is to develop a model of a collaborative design project between craftspeople 
and designers. This action research project undertakes a participatory design (PD) approach in order 
to explore how rural craftspeople can develop their craft practice and livelihoods. 
Participatory design involves the craftspeople fully in the decision-making processes, is grounded in 
their local context, respects their skills, allows them to exercise self-determination, and respects the 
unique potential of each participant. 
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The collaboration proposed in this study aims to improve the rural craft industry and prevent a 
further diminishing in the number of businesses involved in the industry. The developed model of 
collaboration is based on a community approach, and considers the context including the power 
relations between the participants.  
1.3.1 Specific Objectives of the Study 
The objectives of this research are to  
1. Identify the difficulties experienced by rural craftspeople, their strengths and opportunities; 
2. Analyse the limitations of previous assistance programs 
3. Identify the role of researchers, designers and craftspeople in developing effective 
collaborations through participatory design explorations;  
Use the investigations above as a basis for: 
4. Developing a model of collaboration to support the craft industry in pursuit of innovation in 
order to make their business successful.  
Figure 1 illustrates the connections between the research problems, questions, objectives and aims.  
1.4 METHOD / APPROACH 
This research project used a participatory approach to engage a community in collaboration to 
increase the self-determination of the rural craftspeople. There is a paucity of  literature on 
assistance programs using participatory approaches for rural SMEs, particularly in craft industries. A 
participatory approach enables craftspeople to take part in an equal power relationship with the 
researcher and other stakeholders, such as designers, in decision-making. 
An understanding of the context, including craftspeople’s difficulties and strengths, is enabled 
through contextual inquiry. Contextual inquiry was carried out through interviews and observation 
in craftspeoples’ site. The researcher participated in daily life of the craftspeople. Interviews were 
conducted with 17 craftspeople in the community consisting of craft-owners, craft-workers, material 
suppliers, bead store-owners and an influential outsider. Subsequently, other contextual inquiry in 
2011 and 2012 were carried out in conjunction with the implementation of participatory projects.  
There are two types of participatory approach implemented in this study in order to answer the 
research question about how to increase self-determination of the craftspeople, namely: 
participatory design and participatory action research. Participatory design was aimed at finding a 
way of fostering innovation in craft product development. The participatory design project involved 
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6 craftspeople, 2 professional designers and 4 design students in a design collaboration that started 
from generating ideas and progressed through to producing prototypes. The collaboration resulted 
in 13 new product designs. One of them was a napkin ring, which was successfully accepted in the 
market indicated by the order of 5000 pieces from a Bali trader.  
The second participatory project undertook participatory action research involving a wider scope of 
the community instead of only a group of craftspeople. There were 18 craftspeople involved in the 
PAR project. They collaborated with the researcher and design students in determining how to 
enhance the craft industry. They undertook actions such as generating ideas to develop products, 
designing a brand, finding a market, and formulating a promotion tactic. The PAR project resulted in 
glass-bead-making workshops involving a total of 160 students from four senior high schools in the 
region surrounding the industry. Through these workshops, craftspeople not only promoted the 
industry locally but also established a new network with local prospective buyers. In addition, the 
glass-bead-making workshops enabled craftspeople to earn an additional income of becoming a 
tutor in the workshops. Socially, the workshops established a closer relationship among 
craftspeople, who come from different groups in the community. 
The implementation of contextual inquiry study and participatory approaches in this research 
revealed findings of the limitations of previous top-down assistance programs. The uniqueness of 
context regarding the different motivations, interests, grouping tendencies and positions of the 
craftspeople in the industry was often overlooked in the previous assistance programs. The 
collaboration model resulting from this research takes into account the uniqueness of context and 
demonstrates a new kind of assistance program that engages craftspeople in collaboration with the 
researcher and designers in an equal power relationship. 
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Figure 1: Relations between research problems, questions, objectives and aims 
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1.5 KEY LITERATURE 
Figure 2 presents a scheme of the key literature used in this study. The main question in this 
research is how to engage a community in collaboration to pursue innovation in the rural Indonesian 
craft industry. The literature guides two important issues related to this research, namely, the 
context and the method. 
1.5.1 Understanding the Context 
As stated earlier, this study is conducted in the context of livelihoods of craftspeople in a rural area 
of Java, Indonesia. A number of studies related to community development and rural business have 
been conducted, such as the work of Cederroth (1995), Kristiansen (2003), Beard and Dasgupta 
(2006), Bebbington et al. (2004), and Bebbington et al. (2006). Those studies generally indicate that 
there are cultural sensitivities in the region related to the power-relationships between community 
members based on the hierarchical Javanese culture and religion.  
There is little literature about PD research into non-utilitarian product development. In the present 
study, the case is a non-utilitarian handicraft product. According to the theories proposed by 
Campbell (2005), Holbrook and Hirschman (1982), Stoddard et al. (2012) and Colbert (2003), the 
craft product has a hedonic value beyond its utilitarian value.  
Fillis (2002) investigated behaviour of craft business in the UK. He found that some types of 
craftspeople, such as life-styler or idealist, are not interested in expanding their craft business. 
Therefore, programs aimed at assisting craftspeople should consider their preferences and needs. 
This finding was similar to the finding by Chaston (2008).  
Craftspeople are often considered to be little different to designers or artists. Craftspeople, in fact, 
have their own character. Theories about the nature of craft, art and design as proposed by Risatti 
(2007), Shiner (2012) and Pye (1968) are examined in this study. 
Researchers have noted that craft industries in the world, especially in rural areas, are experiencing 
difficulties in their businesses, due to limited human resources and the impact of increased 
globalisation (Dhamija, 2008; Liebl & Roy, 2004; Friel & Santagata, 2008). These studies are 
examined to understand the common problems in those places. 
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1.5.2 Exploration of Methods 
The literature review examines common assistance programs recommended for small and medium 
enterprises (SME) in order to seek information relevant to a model of collaboration to pursue 
innovation. The literature on assistance programs is largely focused on SMEs rather than on rural 
craft industries in particular. However, as most rural craft industries are small (and micro) 
enterprises, this body of literature is relevant. A review of the suggested policy to foster innovation 
in rural SMEs (Smallbone & North, 1999) and the effectiveness of particular programs such as 
clustering (Tambunan, 2005), training (Chaston, 2008; Huang, 2001) and collaboration (Tung, 2012; 
Torres, 2002) programs is conducted to understand the reasons for ineffectiveness in those 
programs.  
A further exploration of the participatory approach was subsequently carried out, in an effort to find 
an alternate way of implementing an assistance program. The fundamental tenet of participatory 
methods is the empowerment of the participants to enable them to have a better say in determining 
their futures. This approach corresponded to the objectives of this study.  
Considering that this research covers a community rather than individuals or a group, the principles 
of participatory approaches used in a communities are explored in the literature, especially to gain 
recommendations about the role of the participatory researcher in the research process, as well as 
what steps need to be taken during the process. 
A variety of participatory approaches investigated including action research (AR) by Checkland and 
Holwell (1998), participatory action research (PAR) (Fals-Borda, 2001; Kindon, Pain, & Kesby, 2007; 
McTaggart, 1991; Park, 1993) and participatory design (PD)(Dearden&Rizvi, 2008; Sanders, 2002; 
Spinuzzi, 2005). A rural context is different from the context of a work-place in a large company, 
especially when considering the impact of the action. Conducting a participatory design project in a 
rural community is related to sensitive issues of livelihoods and the poor, as well as the relationship 
of the participants with family and neighbours. Therefore, the review of the literature explores the 
work of PD with a community-based approach, such as the work of Winschiers-Theophilus, Chivuno-
Kuria, Kapuire, Bidwell, and Blake (2010) in African context and (Lee, 2008) in the Asian context. 
Winschiers-Theophilus et.al (2010) suggested that researchers should be participated in the 
participatory research, while Lee (2008) demonstrated the role of the designer in engaging design 
participation. She stated that in order to achieve participation, the role of designers alternated 
between developer, facilitator and generator. However, cases discussed in Lee’s work were 
utilitarian cases involving architectural projects (public housing). 
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The literature on techniques in design practices to pursue innovation is explored. This literature 
includes theory about participatory innovation, idea generation techniques and co-creativity works. 
The concept of participatory innovation promoted by Buur and Matthews (2008) has particular 
relevance to the present study, as it combines design anthropology, participatory design and a lead-
user approach. However, the case discussed in their work related to a Scandinavian context of IT in 
the workplace. Therefore, the understanding gained in the present study about how the 
participatory innovation method can be implemented in the context of rural Indonesia to develop 
non utilitarian handicraft products will make a new contribution to this field.  
Osborn’s theory of developing ideas through brainstorming (1993), Gaver’s techniques of cultural 
probes (2004) and the mind map technique as explained by Buzan (2004) are implemented in the 
data collection phase in this research. The collaboration theory as explained by Candy and Edmonds 
(2002) is also used as a reference for this research to design the collaboration between the designers 
and craftspeople. 
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Figure 2: Scheme of key literature 
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1.6 SIGNIFICANCE AND CONTRIBUTION 
This study is expected to improve the effectiveness of governance in the craft industry for rural 
craftspeople. The findings and recommendations of this research can be used as a reference for 
policy-makers aiming to improve the rural craft industry. 
There is a paucity of research in the literature to provide knowledge and guidelines about rural craft 
industries using a bottom-up approach and action research, wherein the researcher “works with” 
the craftspeople rather than for the craftspeople. The present research combines contextual inquiry, 
participatory design and participatory action research, therefore providing a new perspective in 
understanding rural craftspeople from within the community.  
This study contributes to the development of the PD method for hedonic products, by supporting 
the development of the design quality and skills of craftspeople through collaboration. It expands 
the application of PD method beyond its usual focus on a workplace IT system or the design of an 
innovative product.  
The community-based design approaches used in this research have the potential to shift the focus 
of assistance programs. Instead of offering assistance to a craft industry based on the 
recommendations of an expert outsider, this study encourages craftspeople to design their own 
actions, while the outsider acts as a facilitator or generator, depending on the dynamics in the 
community. The approach is sensitive to community dynamics by placing a focus on understanding 
motivations, culture, relations and grouping tendencies and working to engage pro-active 
behaviours according to the motivations of each participant. 
1.7 THESIS OUTLINE 
This thesis consists of eight chapters. The first chapter described the background of research, and 
then presented an overview of the research problem and questions. An overview of the aims and 
objectives of the research, key literature, significance and contributions were also provided in this 
chapter. 
Chapter 2 explores the theories of craft, compared to art and (industrial) design, in order to 
understand the nature of craft production. The characteristics of craft as a hedonic product are also 
examined. A review of research on rural craft industries along with the difficulties faced by the 
industries is conducted in order to understand the context of the craft industry in rural areas. This 
chapter also presents an overview of the assistance programs reported in the literature that aimed 
to overcome difficulties in the craft industries. 
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Chapter 3 provides a detailed explanation of the research design of the present study, including the 
rationale of using grounded theory to address the research questions and adopting the participatory 
approach. A review of the literature on the participatory approach as a framework for the 
methodological approach is also presented, as well as the reason for selecting the Jombang glass-
bead craft industry in East Java, Indonesia, as a case.  
Chapter 4 presents the findings about the difficulties and opportunities in the rural craft industry 
identified through contextual inquiry and interviews in phase 1 of the field study. The limitations of 
the craft industry, and how internal conflicts contributed to these difficulties, are explained in this 
chapter. The limitations of previous top-down assistance programs, especially their failure to 
consider the unique characteristics of the particular context, are examined. 
Chapter 5 describes the collaborative design learning project in phase 2 of the field study involving a 
group of rural craftspeople. The project was conducted in the field with design students. The process 
in regard to the development of the creativity and craft design of the rural craftspeople is then 
analysed. 
Chapter 6 provides the chronology of the second participatory project in phase 3 of the field study 
involving a wider scope of the community, beginning with the initiation process through to 
implementation. Chapter 7 presents an analysis of the project, including the levels of attendance 
and the willingness of participants to share and act in each activity. In addition, this chapter 
examines the communication strategies to engage the participants and discusses the role of the 
actors in the participatory project.  
Based on the findings and analyses in the previous chapters, Chapter 8 highlights the conclusions of 
the research and makes recommendations for conducting effective collaboration between designers 
and rural craftspeople. 
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2 Literature Review 
The main research question of this thesis contains two important elements; the context of the case 
study and the method (See Section 1.5). This chapter presents a review of the relevant literature in 
order to provide an understanding about the context of the craft industry and the life of people in 
rural Java Indonesia. In addition, methods related to the collaboration model developed to enhance 
the industry are examined. 
The participatory approach requires a comprehensive understanding of context as an essential 
element that affects the success of a participatory project. Previous studies about rural Java are 
explored in this chapter in order to provide an understanding of the case study setting. This chapter 
also discusses the nature of craft in relation to art and design in order to emphasise the unique 
characteristics of the craft industry and the dynamics of power relationships among craftspeople, 
designers and artists throughout history. Craft as an emotional-based hedonic product is also 
explored. Previous studies about the behaviour of craft businesses and current development of craft 
industries around the world are presented in order to better comprehend the context of the case 
study in this thesis.  
The second part of the literature review presents studies about current assistance programs for 
SMEs. There is little literature that specifically discusses assistance programs for the rural craft 
industry. However, most rural craft industries are micro and small enterprises. Therefore, studies 
about assistance programs for SMEs are relevant to this research.  
Subsequently, a review of literature on participatory approaches is undertaken in order to examine 
the implementation of the participatory approach to increase the self-determination of rural 
craftspeople who are involved in assistance programs. Principles of the participatory approach, 
particularly in relation to communities, the role of the participatory researcher, level of 
participation, models of participatory research and theories about design practice to pursue 
innovation are studied, in order to develop a theoretical framework of conducting collaboration in 
the research project.  
Theories and recent works about collaborative learning and creative collaboration, as well as 
participatory innovation, are also studied. Finally, this chapter concludes by highlighting the gaps in 
the research. 
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2.1 RURAL JAVANESE PEOPLE IN INDONESIA 
There have been extensive studies about rural Indonesia since the days of the Dutch occupation of 
Indonesia. Earlier studies of the villages in Indonesia were mostly written by anthropologists 
(Koentjaraningrat, 2007). Most of these studies explored the socio-cultural aspects of the villagers’ 
lives, beginning from dealing with adat (tradition) to the dynamics of village politics. 
The purpose of exploring studies about rural Java in this research is mainly to gain an understanding 
of village dynamics in order to increase village capacity to develop the community. Information 
including recommendations in the literature will be used to answer the research question about the 
possibility of engaging rural craftspeople in collaboration. However, studies which address the 
dynamics of community development among the rural craftspeople in Java are rare; therefore, 
studies about rural Indonesia, especially Central Java or East Java, are explored instead, considering 
that rural East Java and Central Java have many socio-cultural similarities.  
Initially, this section discusses the recent movement in village politics in developing rural 
communities through a bottom-up approach instead of a top-down approach. The ways in which 
villagers usually address village problems individually and collectively are discussed next. The 
indication of social capital in rural Java communities is explored, in order to optimise the social 
capital in engaging collective action for developing the community. However, there is heterogeneity 
and potential conflict in the village that is the site of the case study; therefore, this study seeks 
recommendations in the literature on engaging effective collective action. Lastly, a review of studies 
about small craft business practices in rural Java is provided. 
2.1.1 Recent Movement in Village Politics in Indonesia 
There are more than 70,000 villages in Indonesia. A village (desa) is headed by the village head 
(kepala desa). A village is subdivided into hamlets or sub-villages, called dusun. During the Suharto 
era (1967-1998), the village governance used a top-down approach with strong control by the higher 
levels of government administration (Bebbington, Dharmawan, Fahmi, & Guggenheim, 2004). 
Although the village head was elected by the villagers, the village head used to be accountable to the 
district head instead of the village community. Bebbington et al. (2004) wrote that "the village heads 
only have to explain their administration to the ... village community consultative council, which was 
anyway headed by the head of the village”. The village regulation under the New Order regime of 
Suharto allowed villagers to have a role, but the village head had exclusive authority to make 
decisions and veto any decision (Bebbington, et al., 2004) In such an atmosphere, Bebbington et al. 
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explained that “autonomous” and “self -generated community groups” had little space to grow, 
even causing some stakeholders such as traditional institutions to become marginalised. 
After the end of the Suharto regime in 1998, the community development approach began to be 
considered to overcome the problems in the villages. However, implementing the community 
development approach in the villages was challenging. Not only because the villagers were 
accustomed to accepting the decisions made by higher level governance, but also because of other 
issues related to socio-cultural aspects, such as social-hierarchy, village politics and individual 
determinants of participation that influenced the effectiveness of community development 
programs in the villages. 
Rural people respond to their problems individually and collectively. Bebbington et al. (2006) 
explained their findings regarding the individual and collective reactions of the villagers when facing 
their problems. When the problem is caused by dissatisfaction with the village governance, villagers 
may respond collectively and openly through a frontal mass movement (Bebbington, Dharmawan, 
Fahmi, & Guggenheim, 2006). 
However, villagers’ responses are most frequently and obviously at the individual and household 
levels, especially if the problem is because the village government is “too strong” or because of a 
dynamic ecological impact from outside the village, such as a political movement in the country or 
globalisation. In the situation where rural people, especially the poor, feel that they can do nothing 
to overcome the problem, they make an individual adjustment. Such adjustments include the 
decision to migrate, engagement in patronage relations, and “silent” resistance (Scott, 1985 cited in 
Bebbington et.al, 2006), such as by not attending meetings, not participating in community work or 
doing the minimum to avoid sanction (Bebbington et al., 2006) 
In addition to individual adjustment, villagers also respond to livelihood problems by non-
confrontational collective action, such as arisan and gotong-royong. Arisan is an organised pooling of 
resource management practices through regular meetings of rotating saving and loan groups, which 
has long been reported by Geertz (1962). The success of arisan is highly dependent on trust. Arisan 
not only serves to help members who are experiencing economic hardship, but has also become one 
way of bonding social relationships. Gotong-royong is a form of mutual aid in the community based 
on voluntary work ranging from agricultural to household activities, such as the preparation for 
feasts and ceremonies, and in cases of emergencies or accidents (Koentjaraningrat, 2007). Gotong-
royong is believed to come from the rice harvest activities in Java (Bebbington et al., 2006). The 
socio-cultural ethics of gotong-royong (Bowen, 1986; Koentjaraningrat, 1961; Sullivan, 1992 cited in 
Beard, 2005) are examples of activities that are based on general reciprocity. 
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The social capital in social relationships is indicated by trust, reciprocity and cooperation; and the 
success of community development is usually positively correlated with social capital (Narayan & 
Pritchett, 1999 cited in Beard, 2005). Arisan and gotong-royong in rural Java communities are 
frequently mentioned by researchers, such as Putnam (1993) and Coleman (1990) as forms of social 
relationship and social capital (Beard, 2005). Arisan is an example of social capital because the social 
relationships between individuals in the community lead to cooperation among individuals on the 
basis of general trust and reciprocity, while gotong-royong represents general reciprocity in the 
community. 
2.1.2 Optimising Social Capital to Engage Rural Communities in Collective 
Action 
Increasing the effectiveness of village-level collective action can be done by optimising the social 
capital approach, instead of just considering the political and economical approach, as argued by 
Bebbington et al. (2006). Collective action is likely to happen in a community with strong social 
capital. Social capital is usually characterised by a stable and closed social relationship, and strong 
communitarian ideology.  
Accordingly, rural communities are often considered to be more likely to have social capital than 
urban communities because rural communities typically have cohesiveness. This cohesiveness occurs 
because rural people live in a place for relatively longer periods of time than their urban 
counterparts. Villagers are often considered to have more stable social relationships because they 
live together in proximity with kinship relationships that are peaceful, indolent, homogeneous and 
resistant to change (Koentjaraningrat, 2007). In addition, adherence to social hierarchy is a hallmark 
of rural Javanese society. The stable social community that develops because of this adherence 
logically indicates the presence of sufficient social capital; therefore, there should be good potential 
for engaging the community in collective action. 
In fact, heterogeneity also occurs in villages. Bebbington (2004) stated that a village cannot be 
assumed to be a relatively homogeneous entity in which social differences are any less extreme than 
elsewhere. Accordingly, not all villages have cohesiveness and stable social relationships. Similarly, 
Koentjaraningrat (1967) stated that the nature of village life is organic and can be changed, so the 
possibility of conflict in the village is present. The following description by the UN Food and 
Agriculture Organization (FAO) (1993) strengthens those statements: 
There is usually a considerable amount of competition and conflict and some 
individuals and groups tend to gain much more from the socioeconomic linkage than 
others. Furthermore, the fact that some activities are traditionally undertaken on a 
cooperative basis does not mean that the community will willingly and easily embark 
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upon other form of cooperative activity, especially if these are of a commercial 
nature.  
Aware of the fact that there might be heterogeneity and potential conflict in a rural community, 
engaging a collective action in rural communities must be done carefully. Even if there is an 
indication of cohesiveness social relationships in a village, it does not necessarily indicate strong 
social capital that can lead to a social transformation process. Beard and Dasgupta (2006) stated that 
a community's perception of an independent future and a shared desire of common interest show a 
stronger capacity of collective action than merely community cohesiveness.  
Positive outcomes in participatory community development are strongly influenced by the ability of 
each individual to establish a relationship of cooperation, knowledge sharing, time and economics 
(Narayan & Pritchett, 1999 cited in Beard, 2005). However, it is essential to consider which individual 
is likely to participate. Beard (2005) identified the individual determinants of participation in a village 
community activity, revealing that age, membership of dominant group and economic level were 
among the individual determinants to participate in rural community activities in Central Java. Beard 
found that individuals who actively participated in community activities were in the 31-45 age group. 
In addition, individuals who belonged to the dominant religious group, such as Muslims, were more 
likely to participate. Regarding the economic level, there was a tendency that a villager who earned 
a very low income or, on the contrary, very high income was reluctant to join the community 
activities for different reasons. Apathy and inferiority restrained the poor to participate, whereas 
self-sufficiency made the rich feel it was not necessary to participate in order to fulfil their needs. 
Regarding the level of education and literacy, Beard did not find a significant correlation to the 
willingness of individuals to participate in community activities. 
The socio-cultural aspect also has an influence on the effectiveness of village governance. 
Bebbington et al.'s (2004) explanation about village politics in rural Central Java showed that village 
governance is strongly influenced by cultural aspects (i.e., gambling habits) and the dynamics of 
religious tensions. Bebbington et al. stated that governance and cultural politics are entwined with 
each other, which is evident from how the individual and collective actors seek to influence people 
and organisations. The actors have formal influence over local governance through the practices and 
beliefs that are particularly meaningful to the rural community. 
Individual determinants and socio-cultural aspects are some factors that affect the success of 
collective action; however, there are other complicated factors to be considered by a project 
planner who seeks to encourage a collective action. Beard and Dasgupta (2006) stated that the main 
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determinant of an effective collective action is multi-scalar relationships among social, political and 
historical factors, externally and internally. 
Overcoming the complexities of rural problems requires internal and external collaboration between 
civil society organisations to increase village capacity in addressing problems in their communities. 
Bebbington et al. (2006) suggested bridging arrangements and linkages between villagers and non-
local actors (such as NGOs) to address systemic sources of livelihood insecurity. Similarly, Beard and 
Dasgupta (2006) suggested that participatory processes with the community to help identify the 
common issues are important, whereby the project facilitator assists the rural community to 
"articulate their vision for a common future". 
Researchers (e.g., Beard & Dasgupta, 2006) have recommended conducting a small project, 
especially when the rural situation is wrought with conflict and competing interests. This 
recommendation is in line with the Koentjaraningrat’s (2007) explanation of gotong-royong. In a 
case when gotong-royong is a system of mutual aid, it only works effectively by the involvement of 
10 to 15 people who have a minimum skill limit. Another type of gotong-royong is a system of 
services to the community. Koentjaraningrat reported that the type of gotong-royong as a system of 
services is quite successful in the implementation of community development projects. However, 
the success is strongly influenced by the intelligence and persuasion of the initiator to demonstrate 
the importance of the project for the community’s common benefit. 
2.1.3 Small Craft Business Practice in Rural Java  
Agricultural work is widely known as rural people's main occupation. Nevertheless, in order to gain 
extra income in their spare time, rural people frequently run a craft business as an off-field 
occupation. In the case where the new business provides a better income, rural people may leave 
their agricultural jobs. Cederroth (1995) noted that, as soon as a new field of investment has been 
discovered, rural people usually rush into taking the opportunity to run the new business as serious 
entrepreneurs, or as opportunists with minimum skill in business. Consequently, the market will be 
completely saturated; therefore, profits diminish or even become losses. It means a large number of 
players are forced to leave the market, while a few people whose businesses survive begin a slow 
recovery. 
In addition, the close proximity of social relations in rural Java can become an obstacle in the 
development of innovation in rural businesses. As reported by Kristiansen (2003), proximity means 
that information and new business ideas spread easily. This condition hinders the learning process to 
pursue innovation, because of the fear of knowledge leakage and spill-over effects from business 
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innovations, which means there will be no benefit. Accordingly, local entrepreneurs are seen to 
avoid the sharing of information due to the fear of imitation by competitors (Kristiansen, 2003). 
Kristiansen recommends the involvement of neighbouring university institutions to support business 
services for improving access to market information. 
2.1.4 Summary 
There are traditions of typical collective action in rural Java, such as arisan and gotong-royong, which 
indicates strong social relationships as the villages' social capital in addressing their problems. Social 
capital usually contributes positively to the success of collective action in a community development 
project. Nevertheless, not every village has strong social capital. In fact, there is heterogeneity in the 
villages, which affects individual determinants for participation in community activities. In addition, 
there are many internal factors, such as village politics and socio-cultural aspects, and external 
factors that are challenges in village community development. Therefore, identifying community 
issues is essential in order to support the role of a facilitator who seeks to assist the rural community 
to determine its own future.  
Based on this review of the literature on rural Javanese craftspeople, it is clear that there are 
complex aspects in the dynamics of rural life that make it difficult for rural craftspeople to evolve 
skills and innovate. The research studies reported in the literature were mostly qualitative studies 
and used the ethnographic method. Research on the development of rural communities using action 
research has been relatively rare, especially research that considers how rural craftspeople address 
their difficulties by collaboration with non-local actors.  
2.2 THE NATURE OF THE CRAFT INDUSTRY 
An understanding of the nature of the craft industry is necessary in order to avoid a common 
mistake in assisting craft industries, which is ignoring the particular characteristics of the industry 
(Metcalf, 1993).  
2.2.1 Position of Craft Related to Art and Design 
Craftspeople are mistakenly considered the same as artists or designers. Those professions are 
similar as their works are related to aesthetical values, and all of them present a tangible product. 
Nevertheless, those professions are different in slight but important ways. A number of researchers 
have attempted to identify the differences among them (Pye, 1968; Risatti, 2007; Shiner, 2012). 
Learning the differences among the craftsperson-designer-artist is essential, especially when 
inequality among those professions occurs. Prior to the industrial revolution, daily items were made 
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by hand. Craft industries enjoyed their ultimate period as people bought handmade products. 
Nowadays, being a craftsperson is less prestigious than being a designer or an artist. The discussion 
in the following section examines the reasons and evidence of the inequality in those professions 
through a historical review. The discussion in the subsequent section examines how researchers 
have argued about craft characteristics related to art and design. The discussion in the third section 
examines the tendency of interchanging between the professions. 
2.2.1.1 Historical Review of the Fluctuating Position of Craft Related to Art 
and Design 
The invention of the machine with its multiplication capability replaced hands in making products. In 
the industrial revolution, the final result of production began to depend on the machine instead of 
on human skill. The worker provided raw materials and served the machine (Pye, 1968) rather than 
the worker being supported by the machine. Mechanised systems provided cheaper and faster 
production and posed a threat to craft industries. Craft industries that produced skill-intense 
products, such as sailing boats, leather luggage, wickerwork, lacework, shoes and sport equipment, 
were less affected (Dormer, 1990) as the machinery for those products was not yet available or the 
machine production costs would be too high. In contrast, one of the most affected craft industries 
after the industrial revolution was the textile industry. Craft products that could be produced by a 
machine, such as furniture, were no longer manufactured by human hands. The design of products 
during that period was adjusted according to the machine’s capability. 
The dominance of machinery products was evidenced in The Crystal Palace Exhibition organised by 
The Royal Academy of London. The exhibition accepted submissions for four categories of products: 
raw material, manufacturer, machine, and fine art. The fine art products were presented full of 
superfluous style that did not necessarily enhance the product. However, craft products were not 
included in the exhibition because the exhibition committee had categorised craft as non-fine art. At 
that time, products which were not regarded as fine art were referred to as “minor, lesser, 
decorative or applied” (Muthesius, 1997; Frank, 2000; Lavezzi, 2005 cited in Shiner, 2012). What 
people called “decorative art” or “applied art” was what now we call “craft”. It was less than a 
decade after the industrial revolution that the intensive use of machinery caused the design 
profession to rise steadily, while craft was viewed as nostalgia (Cardoso, 2011; Fariello, 2011 cited in 
Shiner 2012). This implied that, in the 1850s, crafts were in lower position compared to art and 
design. 
In that period, the term “craft” was not recognised. The term “craft” had previously referred to 
political acumen and shrewdness (Greenhalgh, 1997). The term “craft” was applied in aesthetical 
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terms in the latter part of the nineteenth century, when London architects, artists and designers, 
frustrated with the exclusion of decorative art from the Royal Academy Exhibition (Greenhalgh, 
1997; Shiner, 2012), organised an exhibition called the Art and Craft Exhibition (1888) which aimed 
to “unite the art”, including craft and design. The exhibition had a significant impact on the arts and 
craft movement. The exhibition was highly influenced by the idea of equality proposed by William 
Morris (Stansky, 1996). Morris was a socialist, artist, writer and designer who reacted against the 
industrial revolution and bourgeois culture. Products designed by Morris such as furniture, fabric, 
carpet and embroidery, appeared in the exhibition. He promoted the idea that decorative art or 
design should be regarded as equal to fine art. This movement showed that there was an effort to 
promote craft despite its disadvantageous position.  
Since the inception of the arts and craft movement, ornamental decorative art became popular in 
European society. Craft was often associated with the romanticism of the movement (Busch, 2010). 
Craftspeople gained popularity in the market as ornamentation could not be made by machines. 
Nevertheless, the popular use of ornamentation along with its rapid obsolescence elicited reactions 
from modernist designers. One of them was Adolf Loos, an architect, who argued that applying 
ornamentation was a waste, a crime and “degenerative” (Loos, 1908).  
Later, the rapid development of machine capabilities gradually replaced more human work as the 
machine could produce products with a similar result to skilled human work. The advanced 
capability of machines to replace skilled work led the industrialised modern society to appreciate 
execution more than conceptualisation. Risatti (2007) expressed the situation as follows: “if 
machines can do, how important and creative can the process of execution be?” (Risatti, 2007 p. 
169). Execution was considered as the work of machines, rather than humans. As Risatti (2007) 
explained, design “marginalised craft by usurping its primary role in making functional objects”. 
After modernism, craft was both appreciated and disregarded. Craft was mentioned as a “new cool” 
(Jefferies cited in Shiner, 2012). Many young artists used craft in their artwork (Bright cited in Shiner, 
2012). The positive appreciation was also evidenced by the unity of craft and art in one place in an 
art museum (Bright cited in Shiner, 2012).  
On the other hand, craft was also being considered as “high art's abject other” (Shiner, 2012). Craft 
as a discipline even almost disappeared (Shiner, 2012 p.238), as evidenced by the dropping of the 
word “craft” from the names of many institutions, such as the Museum of Arts and Design in New 
York, in 2002, which previously was the American Craft Museum (Risatti, 2007; Shiner, 2012), and 
the California School of Art, in 2003, which previously was the California School of Art and Craft 
(Shiner, 2012).  
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Shiner (2012) examined views about craft and highlighted the evidence of its subordination. She 
contended that scholars tended to rank craft practices lower than art practice. This was implied in 
the word "mere craft" used by Davies (2000) and Danto (1993). Davies added the term "mere" in 
front of “craft” to suggest the works of non-Western art containing ritual and functional value that 
can be categorised into "art" (with a small "a"), while craft was even worse than that. According to 
Davies, craft is less worth because of its lack of aesthetic properties. In addition, people possess 
crafts because of the function, not the aesthetic value. Meanwhile, Danto disregarded craft because 
the intention of the craft work is "making objects" instead of "making messages through objects". 
Today, the division between art and craft is unclear (MacEachren, 2004). Nevertheless, craftspeople 
attempt to gain prestige by making a functionless craft that might be accepted as art by a gallery.  
Reflecting on the history of craft, it appears there have been periods when craft was in a lower 
position compared to art and design, with implications for the craft professions. Nevertheless, it 
appears there have been ongoing efforts to revive the existence of craft.   
2.2.1.2 Characteristics of Craft Related to Art and Design 
Researchers have long debated the characteristics of craft compared to art and design. Shiner (2012) 
stated that the most contested characteristics of craft as process and practice are related to the 
following dichotomies: hand/body, skill/mastery, material/medium, and function and aesthetic. The 
discussion in this section examines the characteristics related to the involvement of hand or body in 
the production process or the use of machine, the dependence on material or medium, the need for 
human skill or mastery, and the orientation to function and aesthetics (Shiner, 2012).  
2.2.1.2.1  Involvement of hand or body in the production process / the use of machines 
Craft products are mainly made by hand (Chartrand, 1989; Danto, 1964; Fillis, 2008; Leeke, 1994; 
Metcalf, 1993). “Hand” in this context refers to human capability. In fact, craftspeople work not only 
using their hands, but probably also their eyes, legs and other part of their bodies synchronously. 
Shiner (2012) therefore proposed to broaden the term into “body”, instead of just hand.  
Some crafts might involve machinery to some degree. William Morris, for example, did not deny the 
use of machinery in the production process of crafting. However, the role of the machine is to 
support craftspeople’s work; therefore, the final product is determined by human skill not by the 
machine. For a work to be considered craft, most of it should be made by a human. If the final 
product is mainly determined by the machine, it means that the work is design work. 
In the design field, the involvement of the hands or body in the production process is not required. 
The end product is determined from the beginning of the production process, by planning. Division 
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of labour may occur in order to produce the product in larger quantities or to ease the 
“multiplication process”(Risatti, 2007). The maker and the planner in the design field are different 
persons, while craft production involves a single person completing the entire process, from 
conceptualisation to fabrication (Fillis, 2008).  
Both craftspeople and designers intend to make more than one product, in small or large quantities. 
Designers apply a multiplication1 system, while craftspeople apply a copying2 system (Risatti, 2007). 
Artists do not intend to make more than one product. Artists mostly involve the hands or body in 
producing artwork, but this is not an essential criterion. Artists can use many methods in their 
artistic expression. Artists are free to move through any medium and they also can hire outside 
fabricators (Petry, 2011, in Shiner 2012; Rothkopf, 2007). 
2.2.1.2.2  The dependence on material or medium 
A craft is usually tied to a type of material (Shiner, 2012). MacEahren (2004) restricts craft to natural 
materials only, whereas Risatti (2007), Shiner (2012) and most researchers also include other 
materials such metal or glass.  
Professional designers are not tied to particular materials (Shiner, 2012), and although they may 
specialise in particular materials, they  do not have to deeply engage with the material or be 
involved in the production process as the execution will be usually done by a maker (Risatti, 2007). 
An artist also does not have to be attached to one material. In this context, Shiner (2012) proposed 
the use of the term “medium” rather than “material”. She argued that the word “medium” has a 
broader meaning than material. The meaning of "material" is limited to one item, while a "medium" 
can contain one or more mixed-materials. A medium is beyond a material. Davies (2004 in Shiner 
2012) suggested the use of "vehicle" as the appropriate term. A vehicle for an artist could not only 
be a substance or material treated in a conventional technique or processing but also a word, 
gesture or social action. Marcel Duchamp’s ready-made urinal titled "Fountain", exhibited in the 
inaugural exhibition of the American Society of Independent Artists Exhibition in New York in 1917, 
is an example of the freedom for artists to use different mediums. 
2.2.1.2.3  The need for mastery: workmanship or craftsmanship 
Researchers use different terms such as “workmanship” (Pye, 1968) or “craftsmanship” (Becker, 
1978; Risatti, 2007).. The Oxford Dictionary (2013) defines “workmanship” as the degree of skill with 
                                                          
1
 Multiplication system: producing identical objects all at once. 
2
 Copying system: duplicating the original product one by one, therefore, product customisation is more 
applicable in the copying system. 
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which a product is made or a job done. Pye stated that both the designer and craftsperson have a 
quality of workmanship but of different types. In design, the workmanship is “workmanship in 
certainty” while craft is “workmanship at risk”. The production process in design is done by planning 
and involves machines, thus the end-result had been decided in advance and is predictable. The 
possibility of an interruption during the production process is low or none. In craft, the end-result is 
less predictable as it depends on human skill. Moreover, a craftsperson is free to interrupt or make 
an improvisation in the production process at any stage. Therefore, the work of the craftsperson is 
“workmanship at risk”. Risatti criticised Pye’s use of the term “workmanship” as “workmanship in 
certainty” because Pye’s term does not involve work by “hand”. It refers to the work of machines 
(“full automation”) in the design field.  
Risatti (2007) suggested the use of the word “craftsmanship” instead of “workmanship”. According 
to the Oxford Dictionary (2013), craftsmanship “is skill in a particular craft: the quality of design and 
work shown in something made by hand; artistry”. Comparing the definition of workmanship and 
craftsmanship in the Oxford Dictionary it is implied that workmanship is not necessarily related to 
craft, while craftsmanship shows a clear relationship to craft, through the use of the words “design, 
hand and artistry” in the definition.  
Referring to Aristotle’s theory of “theoria-praxis-poiesis”3, Risatti (2007) argued that “theoria” is 
related to design as design work is abstract and involves theoretical knowledge or planning. “Praxis” 
is related to workmanship, because it involves practical manual skill. “Poiesis” is related to 
craftsmanship, because it involves a creative act. Risatti explained that: 
Craftsmanship is not limited solely to the execution of sophisticated technical manual skill 
(whether risky or not); it also involves creative imagination in the employment and guidance 
of sophisticated technical manual skill through the hand. 
Becker (1978) also used the term “craftsmanship”, which he defined as a “virtuoso skill”. A “virtuoso 
skill” describes craftsmanship which is usually quite difficult, as many years are required to master 
the physical skills and mental disciplines of a first-class practitioner.  
Shiner (2012) proposed the use of the word “mastery” instead of “skill” in explaining craftsmanship. 
She contended that the term “mastery” is more appropriate as it is a result of the long experience of 
the synchronous work of body and mind in a medium. Mastery is tacit knowledge owned by a 
craftsperson. 
                                                          
3 “Theoria” is theoretical or cognitive knowledge, “praxis” is practical or “how to”, while “poiesis” or 
“poietikos” is knowledge involved in the making, production or creation of something (Risatti, 2007, p. 162) 
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Researchers have agreed that craftsmanship is a requirement for a craftsperson, although there can 
be different degrees of craftsmanship. Craftsmanship is different to workmanship. Workmanship 
refers to strength or persistency, while craftsmanship is beyond those qualities. Nevertheless, as 
stated by MacEachren (2004), craftsmanship is a capability that is now less appreciated. 
Craftsmanship capability has been largely ignored due to the developing capabilities of machines.  
2.2.1.2.4  The orientation to function and aesthetics 
Craft researchers agree that a functional value is a characteristic of craft (Becker, 1978; Metcalf, 
1993; Risatti, 2007). However, those researchers used different terms to describe the functional 
value of craft. Metcalf (1993) stated that craft is different from art because of its “use”. Becker is 
more specific in stating that craft must have a “practical use” (1978). Practical use means that it is 
not abstract or theoretical. Risatti (2007) suggested using the term “function” rather than “use”, 
because the use of an object does not necessarily correspond with the intention of the creation. For 
example, the intended function of a cup is a container for water, but a cup can be used as a paper 
weight, hammer, candle holder, and so on. Therefore, the term “function” is more appropriate as it 
is related to the specific use intended by the maker.   
Risatti’s (2007) diagram regarding the purpose of man-made things (Figure 3) clearly illustrates the 
differences in the functions of man-made things, and the position of craft within them. In this 
diagram, craft products serve as “applied physical functional ends”, or “adornment or decoration”. 
Craft is different from tools, machines and equipment, because those objects serve “functional 
means”for helping humans in making other products.  
Risatti (2007) argued that craft products usually fulfil one of three main functions: container, cover, 
or support. In addition, those functions are fitted to the human body. For example, a spoon must fit 
the human lip, a quilt must be of human proportions, and a metal candle holder must be easy to 
grasp. 
However, there is an exception for crafts that do not meet any of the three “functional ends” 
categories proposed by Risatti (2007), such as jewellery, tapestry, stained glass, ceramic tiles and 
mosaics. These objects are not supports, containers or covers but adornment or decoration. 
Products in the functional adornment category do not necessarily fulfil “functional ends” to fit the 
human body, but they may be hung on the wall for adornment and serve conceptual ends to some 
degree. Meanwhile, art works fulfil the visual communication function, for either conceptual or 
practical ends (for commercial art).  
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  MAN-MADE THINGS    
   PURPOSE    
         
Applied Physical Function    Visual Communicative Function 
         
         
Functional 
Means  
Functional  
Ends  
Adornment/ 
Decoration  
Conceptual 
Ends  
Practical  
Ends 
Tools  Containers  Jewellery  Painting  
Commercial 
Arts 
Machines  Covers  Tattooing  Sculpture   
Equipment  Supports  Stained Glass     
    Mosaic Tiles  
The Domain of 
Fine Art  
The Domain of 
Design 
The Domain of 
Design 
 The Domain of Craft   
Figure 3: Adaptation of the diagram of man-made things (Risatti, 2007, p. 245) 
The design profession was triggered by mechanisation after the industrial revolution, therefore both 
design and craft have the same orientation, which is “function”, but a craft product is made by hand, 
while a designed product is made by machine. Rees (1997) explained that innovation in design is 
often led by the market, while in craft it is likely to be led by the maker as the product reflects the 
maker’s choice, self-expression or an experiment with materials and techniques. Table 1 presents a 
comparison of the contested characteristics of craft related to art and design. 
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Table 1: Contested characteristics of craft, related to art and design 
 Craft Art Design 
Involvement of 
hand or body in 
the production 
process 
Yes 
Deep involvement of 
hand or body in the 
production process 
Yes, or Not Necessarily 
The majority of artists use 
the hand or body in their 
artworks, but they do not 
necessarily use that 
No 
The production 
process was done by a 
mechanised system 
Use of machine Copying System: 
Duplicating the original 
product one by one; 
division of work is not 
necessary 
No Multiplication System: 
Producing some 
identical objects all at 
once; division of works 
is needed 
Role of machine Supporting Human 
Work 
- Replacing Human 
Work 
Dependence on 
material or 
medium 
Yes 
Dependence on one 
material 
Yes, or Not Necessarily 
Artists freely move across 
mediums; but some of 
them specialise in a 
specific medium 
No. 
No dependency on 
material or medium 
Need for mastery: 
craftsmanship 
Yes Not necessarily No 
Orientation to 
Function and 
Aesthetics 
Function  
(or Function+Aesthetic) 
Aesthetic (Mainly) Function 
Innovation Maker-Led N/A (Often) Market-Led 
Becker (1978) identified that craftspeople, in fact, have different orientations. Becker distinguished 
craftspeople as “artist-craftsmen” and “ordinary craftsmen”. Artist-craftsmen consider beauty as a 
criterion of craft products. Moreover, they usually have ambitious goals and ideology, although their 
work is considered “minor art” in the art world. On the contrary, ordinary craftsmen do not take the 
criterion of beauty as seriously (Becker, 1978). They focus on producing functional products based 
on aesthetical value. This approach evokes a question about the extent of the differences in the 
characteristics of the craftsperson-designer-artist.  
2.2.1.3 Tendency of Interchangeable Profession 
Studies of the characteristics of craft in relation to art and design are intended to clearly define each 
profession. Despite the distinction, in fact, there are overlaps between those professions. Kaare 
Klint4 (Busch, 2013), Thomas Sheraton5, and Robert and James Adam6 (Risatti, 2007) are examples of 
designers who worked in the craft field, but had no practical knowledge of craftsmanship. Another 
                                                          
4
 Danish furniture designer, who had no practical knowledge of cabinet-making but could produce fantastic 
designs. His name was mentioned by Pye in a discussion about the collaboration of a designer and a craft 
maker (Busch, 2013, p. 142).  
5
 A furniture designer (Risatti, 2007, pp. 153-154) 
6
 Founders of a very successful firm dedicated to design and interior decoration (Risatti, 2007, p. 154) 
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example is Martin Pluyer, whose work involved craftsmanship, although he was an artist (Danto 
cited in Shiner, 2012). There is also a contemporary trend among young artists to combine art and 
craft (Bright, 2011; Stevens, 2011 in Shiner 2012). Shiner (2012) described the phenomenon of 
interchangeable professions among the craftsperson-artist-designer as a sign of a “blurred 
boundary”.  
The approach of exclusively separating the work of the craftsperson-artist-designer can be 
frustrating for practitioners and may not be useful. For example, the suggestion that an artist should 
not focus on learning the process of making a product, in order to avoid the tendency of being 
downgraded to a craft-worker is no longer inevitable. It is acceptable for an artist to treat materials 
in a craftsmanship-like manner. It is also natural that contemporary designers are now largely 
concerned with aesthetic quality, despite mass production. Therefore, instead of arguing about the 
distinguishing characteristics of each profession, Busch (2013) suggested focusing on finding ways 
for them to collaborate. 
The purpose of defining each profession is not to assess which work is more highly valued than the 
other. Craftspeople would be comfortable to work "by planning" like a designer, for example, 
starting with sketches, using machines to some degree to produce products, and being concerned 
with aesthetic value as an artist. However, craftspeople naturally work “by making” instead of “by 
planning”. Moreover, using machines in craft is different from using machines in design, as human 
skill is the determinant of the end-result of a craft product. The use of machines in craft does not 
limit the craft’s customisation capability.  
2.2.1.4 Summary 
The position of craft related to art and design has fluctuated since the industrial revolution. Despite 
the effort to put craft in an equal position to fine art or design, such as during the Art and Craft 
Movement, there has been the tendency to consider craft work as lower than art and design. In the 
last decade, there have been attempts to integrate “craft” into art or design instead of maintaining 
its self-existence. Risatti (2007) warned that craft must “articulate a role for itself in contemporary 
society, otherwise it will be absorbed by fine art or design and its singular approach to 
understanding the world will be lost”. 
Therefore, understanding the difference between a craftsperson-designer-artist is necessary in order 
to know the nature of each profession. The purpose of the understanding is not to evaluate which 
work is better, or less worthy than the other, but to find ways to collaborate without causing one 
profession to lose its nature. Upgrading craft-work by the design approach should not be regarded 
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as transforming craftspeople into designers because the practice of craft-work has its own unique 
advantages and disadvantages. 
The overlapping tendencies or interchangeable professions among craftspeople-artists-designers 
today need further examination. Such examination should consider whether all of the craftspeople 
described by craft researchers such as Risatti (2007) and Pye (1968) are the same, and how to 
explain the phenomenon of “hybrid-professions” as exemplified by practitioners such as Kaare Klint, 
Thomas Sheraton, James Adam and Martin Pluyer.  
2.2.2 Craft as an Emotional-Based Hedonic Product  
As discussed above (Section 2.2.1.2), “made-by-hand” or “handmade” is one of the characteristics of 
craft. Pye (1968) contended that “handmade” is not a technical term, but rather, a historical or social 
term. The term “handmade products” refers to the past before the industrial revolution when all 
products were made by hand. 
Nowadays, when almost all goods can be produced easily by machines, the position of craft as the 
producer of human goods has been shifted drastically by machines, and even marginalised. In post-
modern culture, craft is looked at as a way to contemplate or reminisce. This is evidenced by the rise 
of the “Do-It-Yourself”(DIY) phenomena led by amateur craftspeople or hobbyists (Busch, 2013; 
Shiner, 2012). Dormer (1997) stated that “making is a form of gaining intellectual and imaginative 
possession” (p. 152). Although “manufacturer ready-made” product can be obtained and purchased 
easily, people continue to insist on making their own. 
The rarity of craftsmanship in today’s era has caused craft to become a "new cool" (Jefferies, 2011). 
Craftsmanship, or craft, has become an alternative for people who want something different from 
“ready-made” products, through experiential enjoyment. Therefore, the orientation of craft 
products to fulfil a function is different from the “function” of utilitarian-based products such as the 
lawn mower, hammer, camera, computer or car, in terms of fulfilling consumers’ desires. As argued 
by Stoddard et al. (2012), the purchase of art and craft product is more strongly influenced by 
hedonic values than utilitarian values. Hedonic value is related to the multi-sensory, fantasy and 
emotive aspects of one’s experience with a product (Holbrook & Hirschman, 1982). Therefore, 
experiential enjoyment is embedded in craft consumption. Some tourism agencies, for example, 
exploit this potential by promoting the craft industry in experiential tourism packages (Richards & 
Wilson, 2006). 
According to Colbert (2003), instead of seeking to meet the desire of the consumer, the producer of 
hedonic product must seek the consumer. However, the consumer needs a context to justify his or 
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her consumption, as Okada (2005) argued that there is a feeling of guilt in consuming hedonic 
products. Consequently, providing the decision context to justify the purchase of a hedonic product 
is essential (Stoddard, Evans, & Shao, 2012).  
The other important feature of craft products is authenticity. Authenticity can be revealed through 
the features of the product, maker and seller (Littrell, Anderson, & Brown, 1993). A product that has 
special features such as exhibiting a handmade appearance, high quality of craftsmanship, 
uniqueness or made by local materials, may be seen as an authentic product. However, defining an 
exact meaning of authenticity is difficult. This is because authenticity is also defined actively by the 
purchaser. According to Littrell et al. (Littrell, et al., 1993), for example, a tourist is an active creator 
of giving the meaning of authenticity in the souvenir purchasing context.  
By reference to those theories, it can be concluded that providing context in promoting craft 
products is important, in order to reveal the authenticity as well as to facilitate the justification of 
craft consumption. As Gowlland (2009) pointed out, “the uniqueness or tradition must be revealed 
to be recognized”; thus, disclosing the technique of craft production is a potential way to build the 
context of purchasing for prospective craft consumers. As a hedonic product, the production process 
is also an attribute for consumption (Dilley, 2004). However, seeing the production process is 
meaningless (Campbell, 2005) if it is not supported by wide-ranging information about the other 
values, such as the historical, social, economic or environmental values. In other words, the viewer 
must have sufficient knowledge of context to be able to see the value of the object (Grasseni, 2004).  
2.3 BEHAVIOUR OF CRAFT BUSINESSES 
The research by Fillis (2004) showed that craftspeople have different attitudes towards their craft 
businesses. Fillis classified craftspeople into the following types: the life-styler, the idealist, the 
entrepreneur and the late developer (Fillis, 2004). The life-styler enjoys his or her life without feeling 
it is important to expand the business. The idealist has a strong commitment to art and seeks to 
generate a reputation related to the art field and is unwilling to accept the marketing and business 
philosophy. The entrepreneur is a risk-taker in carrying out business, so he or she is willing to accept 
the marketing and business philosophy. The late developer comes from a non-creative background. 
He or she is less likely to expand the business or accept ‘new’ ideas. Considering the characteristics 
of those types, it would be challenging to encourage the life-styler and late developer to improve 
their business. Neither training nor other programs may be suitable to their needs. The entrepreneur 
is more likely to join business training, while the idealist may be more likely to join activities related 
to art only. 
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The fact that a craftsperson sometimes act as an artist leads to the need to consider the nature of 
the creative industry. Chaston (2008) observed that the majority of firms in the creative industries 
are more interested in training to fulfil creative aspirations rather than to enhance business 
performance. Therefore, understanding the motivation of craftspeople is crucial before deciding any 
policies for them since there is no convincing evidence about whether craftspeople want to earn a 
lot of money or satisfy their artistic expression.  
2.4 CURRENT DEVELOPMENT OF RURAL CRAFT INDUSTRIES IN THE WORLD  
The rural craft industry has the distinguishing feature of the social relationships among the members 
of the community, which are strongly influenced by the development of rural business. The 
discussion in this section examines the theoretical framework related to social relationships within 
rural communities, and how such relationships will affect the community’s development, or in 
particular, the rural craft business. 
Researchers have widely reported that rural craftspeople struggle to save their businesses (Cohen, 
1998; Dhamija, 2008; Dilley, 2004; Dutton, 1983; Friel & Santagata, 2008; Kamara, 2004; Liebl & Roy, 
2004; Rogerson, 2000). The common internal problems for rural craftspeople are the lack of 
innovation, management skill and capital. Limited knowledge of design (Tung, 2012) and the latest 
technology (Friel & Santagata, 2008), as well as the copying mentality (Liebl & Roy, 2004) have also 
resulted in product stagnancy. Innovation in marketing strategies is also limited. Rural craftspeople 
heavily depend on traders coming to the site rather than aggressively seeking consumers. The fewer 
purchases the trader makes, the lower income the craftspeople will receive, although there is a big 
potential in markets outside the industry.  
Rural craft-work is also characterised by its family-based business organisation. Most rural 
craftspeople run their business with a lack of professionalism (Kamara, 2004). Therefore, they face 
problems such as headhunting each other’s expert craft-workers or lack of trust among the 
craftspeople because of the failure to pay as a result of miscalculating revenue. The lack of capital is 
also an issue that contributes to the difficulties faced by rural craft industries to survive. 
Due to limited access and knowledge, most rural craftspeople cannot cope with the fast 
development of information technology, the power of media, rapid transportation and the 
accelerating pace of competition. Consequently, they are prone to be exploited by others who aim 
to gain a larger return, beyond trade purposes (Dhamija, 2008). For rural craftspeople, the transfer 
of capital during craft transactions is frequently not for generating income, creating employment 
and distributing wealth, but merely for a quick return on their investment (Dhamija, 2008).  
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2.5 CURRENT ASSISTANCE PROGRAMS FOR SMALL AND MEDIUM 
ENTERPRISES  
2.5.1 Strategy and Policy 
Researchers have emphasised that government has a strategic role in providing policy to support the 
business of rural craftspeople (Dhamija, 2008; Dutton, 1983). Besides government’s policy, other 
researchers offer several strategies, such as the transformation of traditional handicrafts to soft 
industrial design (Friel & Santagata, 2008), and clustering (Weijland, 1999). Friel and Santagata 
(2008) argued that to be able to compete in the era of globalisation, traditional handicraft industries 
that produce low quality and low quantity products should transform into soft industrial design with 
the ability to produce "design-based goods" in high quality and high quantity. 
2.5.2 Clustering 
A cluster is defined as a concentration of activities belonging to the same sub-sector (Weijland, 
1999). Such clusters are a common phenomenon in Asia (Schmitz & Musyck, 1994 cited in Weijland 
p.1518), and particularly so in Indonesia. According to data collected by the Indonesian Ministry of 
Industry in 1989, some 10,000 out of the 70,000 Indonesian villages were registered as industrial 
clusters (Weijland, 1999). 
Weijland (1999) argued that the clustering of micro-enterprises or cottage industries (which in the 
Indonesian context are defined as family enterprise with less than five workers), may have a 
seedbed function for industrial development. He identified clustering as a common survival strategy 
for micro-enterprises in Indonesia. By grouping at the village-level to gain critical mass, producers 
could overcome the disadvantages of smallness and isolation that incurred high transaction costs 
and technical indivisibility problems. By deploying its local resources, a micro-enterprise thus could 
constitute a cheap and flexible industrial labour force that increasingly participated in international 
trade. In order to become competitive in a wider market, even the poorest micro-enterprise 
producers might attain collective efficiency through proximity, specialisation, social cohesion and 
collaboration. 
However, Weijland (1999) admitted that it may take years to build the social capital required for 
joint production. So establishing well-built clustering may take a long time. Clustering programs have 
been successfully applied in Europe (Humprey & Schmitz., 1995 cited in Tambunan, 2005 p.140). 
Nevertheless, there was no guarantee that the same results could be achieved in Indonesia.  
While Weijland (1999) supported clustering as a strategy to maintain the sustainability of micro-
enterprises, Tambunan (2005) argued that, in many cases, the development policy of clustering has 
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not been successful. He noticed most failures occurred because of one or more critical factors for 
successful SME cluster development were not addressed correctly. Some crucial issues should be 
examined in order to achieve successful clustering, such as considering the context for firm strategy 
and rivalry inside the cluster, demand conditions, related and supporting industries and factor 
conditions. Moreover, he contended that a prerequisite for successful cluster development is the 
cluster’s potential to access growing markets, either domestic or abroad. Otherwise, a clustering 
program will make no contribution to enterprise development.  
Tambunan (2005) also noticed that some failures of clustering programs in Indonesia had occurred 
because of policy-making that was too centralised and oriented on standardised instruments rather 
than on a diagnosis of each cluster’s specific potential and constraints; therefore, the cluster’s 
existing and potential market linkage was often neglected in the project design.  
2.5.3 Training 
The most common model of assistance programs in the craft industry is training, from short-term to 
long-term. Training can be provided in various fields such as business, management, marketing, 
technical aspects and design. However, the effectiveness and sustainability effect of training is still 
debated.  
Training is believed to be a powerful agent to facilitate a firm’s expansion and the development of its 
capabilities to enhance profitability (Cosh, Diuncan, & Hughes, 1998 cited in Huang 2001 p.437). 
However, employees of small and medium enterprises are much less likely to receive training than 
employees in larger enterprises or organisations. The possible reasons for this are the lack of 
awareness of business owners about the benefits of the training and the reluctance to spend money 
on training costs as it cannot guarantee greater profit (Westhead & Storey, 1997 cited in Huang 2001 
p.437). Huang (2001) argued that the effectiveness of training is strongly influenced by management 
support. Firms with sophisticated training systems and strong management support for training are 
most successful at maximising the effectiveness of their training programs (Huang, 2001). There 
must be strong commitment and support of top management for training, considering the size of the 
training budget, the number of training hours and the proportion of training coverage.  
2.5.4 Collaboration 
Researchers have stated that collaboration is needed to support rural craftspeople. Ventacachellum 
(2008) stated that there must be collaboration between craftspeople and designers, while Friel and 
Santagata (2008) emphasised the importance of collaboration with academia. One example of 
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collaboration between rural craftspeople and designers through a movement to support rural 
craftspeople is the “Aid to Artisan” program. The program provided design, training, business 
management and marketing resources for rural craftspeople (Creative Learning Inc, 2013).  
Another example of collaboration for craftspeople is the strategic alliances developed by the Craft 
Council of Ireland (Torres, 2002). The Council initiated a ‘network support scheme’ for craftspeople, 
in which the craftspeople can share cost, effort and information in the achievement of common 
objective. The initial success story of Homethrown7 attracted the attention of other craftspeople to 
join the program and the membership doubled. However, as it became larger in size, it was more 
difficult to reach consensus and foster solidarity among network participants. Lack of trust, different 
interests and ‘free-riding’ members were some issues that caused the failure of the second iteration 
of the alliance. In the opinion of the project manager, the failure was not only because of the lack of 
marketing effort, but also due to the lack of product innovation and design (Torres, 2002). 
Torres (2002) identified that the failure factors of the alliance were the management of group 
dynamics, the tendency to deviate from the network’s main focus, and unrealistic expectations of 
what it cost to run the program. On the other hand, the success factors were directly related to the 
consistent, clear articulation of objectives and the requirement of the project manager to be 
diplomatic and focused. However, this program focused on delivering products rather than the 
production process. As noted by the project manager of the Homethrown program, the marketing 
effort could not help if the product was not innovative and well-designed. 
2.6 COLLABORATIVE DESIGN LEARNING TO PURSUE THE INNOVATION OF 
CRAFT PRODUCT 
A reflection on how the designer and craftsperson work and generate ideas is necessary in order to 
draw up an “empowering” collaboration. Designers usually work through the steps of “planning-
inventing-making-doing” (Bruce Archer, 1999 cited in Cross, 1982), while craftspeople work by 
                                                          
7 “Homethrown” is an example of a strategic alliance established in September 1998 by eight potters. Those 
eight potters aimed to pool resources to negotiate for advertising space, photography and media exposure. 
The potters’ sales had been in decline. Homethrown was created to respond to these environmental changes 
and competitive threats. The Homethrown potters intended to build the profile of Irish handmade pottery and 
collectively sought to leverage a more favourable market position. The eight potters hired a project manager, 
who had considerable expertise in the craft industry and had the ability to develop and publicise a campaign 
aimed at retailers and consumers. Each potter invested a fixed sum of money and collectively agreed the 
objective to raise the profile of Irish pottery. The project manager was responsible for managing all the 
decisions related to publication and advertisement. During the 16 months of its initial operation, it was 
successful and the craftspeople produced a return ten times each potter’s initial investment.  
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making. Designers explore ideas through sketches or drawing, which is sometimes followed by 
prototyping, while craftspeople explore ideas through treating material. 
2.6.1 Innovation Strategies for Emotional-Based Hedonic Products 
Designers often face “ill-defined” or “wicked” problems (Cross, 1982), in which a solution is complex 
and the end product cannot be determined in a straightforward fashion through scientific analysis. 
One example of a “wicked” problem is when designers have to create hedonic or emotional-based 
products. 
According to the Oxford Dictionary (2013), “hedonic” means “relating to, characterized by, or 
considered in terms of pleasant (or unpleasant) sensations”. A hedonic product means a product 
that relates to sensations or has emotional value. Furthermore, the emotional value of a product is 
related to pleasurable or exciting sensations (Demirbilek & Sener, 2003). Product functionality is 
taken for granted when a consumer or user is looking for the fulfilment of appreciation (Demirbilek 
& Sener, 2003).  
There have been attempts to provide a model for designing an emotional-based product (Desmet, 
Overbeeke, & Tax, 2001; Hekkert, 2006). Nevertheless, such a measurement is complicated as 
“people’s emotional response seem to vary between generation, social group, nationalities and 
cultures” (Demirbilek & Sener, 2003 p.1357). In addition, childhood socialisation may influence 
beliefs, values and thoughts toward emotions about a product (Demirbilek & Sener, 2003). Due to 
the complicated aspects of creating emotional-based design and the lack of research about it, the 
trial-and-error method of designing hedonic or emotional-based products is widely adopted by 
designers. Moreover, the scientific measurement of emotional-based products would not necessarily 
mean that the product will be successful in the market.  
The glass-bead craft which is investigated in this research offers hedonic value over its utilitarian 
value (Zulaikha & Brereton, 2011b). It is analogous to clothing and art products which also offer an 
emotional feeling over function (Khalid, 2006). An example of an innovation strategy for clothing 
products was investigated by Aage and Belussi (2008). Aage and Belussi investigated the product 
development process of the fashion industry in Montebelluna, Italy. In that industry, there were two 
possibilities of product development: following fashion trends or creating its own stylistic identity 
(Aage & Belussi, 2008). This strategy can be adopted to develop designs in the glass-bead craft 
industry, whether following market trends or creating innovation based on the product’s 
authenticity or identity. However, applying the latter strategy will lead to a “higher degree of 
uncertainty” (Aage & Belussi 2008). Therefore, the design development in fashion industries tends to 
be done iteratively through a trial-and-error process. Final decisions are taken after discussion 
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among the various actors in the production chain, such as lead users, designers, retailers, agents and 
suppliers. A review of the investigations into product development in the fashion design context 
(Aage & Belussi, 2008; MA, 2008; Tran, 2010) led to the conclusion that there was a tendency for 
creative projects to be done collectively instead of individually. 
2.6.2 Collaborative Learning 
The collaborative dynamic is built by trust (Handy, 1995 cited in Holton, 2001). Establishing trust is 
fundamental to the successful formation and growth of any new work team (Awe, 1997; Glacel, 
1997; Senge, Kleiner, Roberts, Ross, & Smith, 1994 cited in Holton 2001). Moreover, frequent and 
meaningful interaction among individuals in a comfortable situation will stimulate individuals to 
share insights and problems. A comfortable situation can be achieved if there is no fear or risk of 
repercussion and if diversity of opinion is valued over commonality or compliance (Comstock & Fox 
1995 cited in Holton, 2001). 
In the case of this study, the rural glass bead community has the traditions of a collectivistic system 
with strong cohesion and interdependence among members in the community, especially in terms 
of religious and social values. However, where business is concerned, craftspeople adopted 
individualistic values. This shift is in part due to the external pressures imposed in relation to 
business viability. Individualistic shifts also happen due to the rising numbers of newcomers to the 
village because of marriage or seeking opportunity in the glass-bead craft business.  
The existence of both collectivistic and individualistic value systems in the community had potential 
to cause conflicts among individuals, due to the possibility of a difference of opinion with a 
respected person in the community, or with the majority of members in the community. In this 
situation, the courage to speak up is challenging as there is a risk of being disliked by the community. 
On the other hand, the appreciation of every personal opinion and the facilitation of story-telling are 
ways to build a mood of support, encourage self-disclosure and the sharing of feelings. When trust 
within group members arises, it will enable the discussion of other critical issues and even lead to 
collaboration. In a discussion between Hamel and Bryan, facilitated by Barsh (2008), it was inferred 
that in order to transform outmoded competitive orientations and adopt new strategies based, in 
particular, on innovation, organisational leaders need to become much more concerned with the 
encouragement of organisational learning and the facilitation of greater autonomy for knowledge 
workers, than with control. 
The basis for effective organisational team building is collaborative learning. To achieve collaborative 
learning requires a level of personal familiarity, intimacy and trust, allowing team members to listen 
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to one another with respect and understanding (Comstock & Fox, 1995 cited in Holton 2001). It is 
critical to encourage shared interests, common values and a mutually satisfying solution in order to 
release the potential knowledge of group members (Quinn, Anderson, & Finkelstein, 1996 cited in 
Holton 2001). Mandel (2011) described collaboration as a structured network: 
Collaboration can be seen as occupying a continuum, from loosely formed partnerships 
with a narrow focus and great independence (such as a contractual relationship or a task 
force) to more structured and interdependent collaboration encompassing broad 
systems change to accomplish a common policy goal (as with a network structure). All of 
these innovations differ from traditional organizational structures by having a more 
participatory and non-hierarchical orientation. 
Kvan (2000) distinguished collaboration from cooperation and coordination, regarding the 
relationship, commitment, authority and level of risk. He emphasised that collaboration demands 
durable and pervasive relationships and full commitment to a common mission; it involves greater 
risk and the parties’ authorities are determined by a collaborative structure. On the other hand, 
cooperation is an informal relationship without a defined mission or structure of effort, while the 
authority is retained by each organisation and involves relatively no risk. Coordination is a formal 
relationship, where the authority still rests with individual organisations. Coordination involves top-
down management rather than a participatory approach.  
Kvan (2000) and other scholars such as Shea and Guzzo (1987), Mattesich and Monsey (1992) and 
Wang and Oygur (2010) stated that collaboration requires well-built commitment. Kvan argued that 
collaboration is a deeper, more personal synergistic process and its process involves negotiation, 
agreement and compromise in order to achieve success. Table 2 presents a summary of the 
differences among cooperation, collaboration and coordination as proposed by Kvan.  
Table 2: Differences among cooperation, collaboration and coordination (Kvan, 2000) 
 Cooperation Coordination Collaboration 
Relationship Informal  Formal Durable and pervasive 
Commitment Without defined mission or 
structure of effort  
Understanding compatible 
mission and structure of 
effort 
Full commitment to a 
common mission  
Information 
Sharing 
As needed Communication channels are 
established  
 
Authority Retained by each 
organisation  
Still rests with individual 
organisations 
Determined by collaborative 
structure 
Risk No risk Some increased risk Much greater risk 
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2.6.3 Recent Works of Creative Collaboration  
Candy and Edmonds (2002) examined co-creativity in art and technology, and suggested that the co-
creativity process consists of three main stages: concept, construction, and evaluation. The strength 
of the involvement of each party (in this case, the artist and technologist) in the collaboration can be 
described by three models, namely, the assistant model, full-partner model and partnership model. 
The timing of the involvement of each party in the collaboration will differ according to the model of 
collaboration, as set out in Table 3 (Candy & Edmonds, 2002). 
In the assistant model, the technologist works as the maker, because the concept and evaluation 
roles are taken by the artist. In the full-partner model, both parties work together in all phases, 
especially the concept phase. In the next step, the artist is involved in the construction stage, but the 
technologist has more responsibility, while in the evaluation stage it is the opposite. In the 
partnership model, the artist and technologist work in almost all stages, except in the evaluation 
stage, when the artist is the only party who takes the role. 
Table 3: Models of creative collaboration between artist and technologist with artist control 
(Candy & Edmonds, 2002) 
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A common understanding between two parties is essential to enable collaborative creativity 
(Mamykina, Candy, & Edmonds, 2002). The understanding can be gained through any medium such 
as drawings or artifacts. Sharing knowledge is an important facilitator for creative collaboration 
(Mamykina, et al., 2002). In addition, Bratteteig and Wagner (2012) demonstrated that the 
multiplicity of perspectives, openness, the ability to mobilise a diversity of resources and the desire 
to enrich the space of design ideas are the four premises for creativity in participatory design. 
2.6.4 Participatory Design 
Participatory design is an effort to integrate design activities with the applied social sciences. The 
origin of participatory design is frequently associated with the work of Professor Kristen Nygaard in 
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Scandinavia. Nygaard, who was also a political activist, promoted the interest of working people in 
technology design (Dearden & Rizvi, 2008).  
Previously, the designer was considered to be an expert who solved people’s problem. However, by 
the dynamic change of social phenomena, it is found that human problems and design problems can 
be very complicated. Through deeper investigation, a better understanding of human needs 
emerges. Thus designers have worked with sociologists and anthropologists with the aim to better 
assess human needs. In this case, social scientists act as the “translator” presenting their findings 
about human needs. The spirit of designing is designing “for” users (Sanders, 2002), in which 
designer is considered as an expert to solve the user’s problem. Later, the roles of the designer and 
the social researcher become blurred as the user becomes a critical component of the process 
(Sanders, 2002). Instead of designing “for” users, designers are designing “with” users.  
The idea of designing “with” the user in participatory design is to make an effort to access “tacit 
knowledge” or the knowledge that that "can’t readily be expressed in words" (Polanyi, 1983) 
because knowing what people say or think, do and use (Cain cited in Sanders, 2002) is not enough to 
access the latent needs of the user (Sanders, 2002).  
As a result of the interest to engage with users, the term participatory design is often used 
interchangeably with the term user-centred design. However, participatory design is different 
because it explicitly attends to power relations, aiming to increase the power and agency of those it 
involves, while user–centred design seeks user knowledge and input, but does not attend to user 
agency (Brereton, Roe, & Hong, 2012). In the participatory design process, the role of the designer to 
supporting participants and communities, to reveal and realise their needs may change, depended 
on the context. Lee (2008) identified the role of the designer as developer, facilitator or generator 
when engaging users to participate in a community design project. Design developers work with a 
design community to transform design processes for participation, design facilitators design with 
people to transfer design knowledge in order to empower people to improve their lives, and design 
generators collaborate with professionals to explore design thinking and different implications. 
Spinuzzi (2005) stated that the three basic stages of participatory design research are: initial 
exploration, discovery process, and prototyping. In addition, there are three criteria for evaluating a 
participatory design project: enhancement of the quality of life, collaborative development, and the 
iterative process. Spinuzzi explained that reflexivity, agreement and codetermination are essential to 
achieve the criteria of participatory design to enhance the quality of life. Reflexivity and agreement 
can be achieved through close interactions such as interviews, workshops, focus groups or other 
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techniques; while codetermination means that the researcher and participants have the same voice 
in making decisions. 
Collaborative development is an effort to address the tacit knowledge of participants that can be 
overlooked during other interactions. In order to achieve collaborative development, Spinuzzi (2005) 
suggested that mechanisms are used to ensure the involvement of the participants and to reach 
consensus. An iterative process is needed to anticipate the difficulties in accessing tacit knowledge, 
creating involvement or reaching consensus. The effort to reach “consensus” in this context did not 
mean to convince craftspeople about what is the best thing to do. Instead, it encouraged 
craftspeople to talk.  
The iterative approach mainly needed to establish a close relationship and comfortable situation. 
Once such a relationship was established, the craftspeople would give insightful ideas rather than 
just blaming others or complaining.  
Voting or ranking will not necessarily lead to good solutions for craftspeople. The main purpose of 
the iterative approach is building a close relationship, therefore giving a chance to each crafts-
person to talk and reflect for themselves. For the researcher, such iterative meetings/dialogue 
enriched understanding about the context. 
2.6.5 Participatory Innovation  
Buur and Matthews (2008) introduced a model of pursuing innovation that they call “Participatory 
Innovation”. Using industrial cases of user-driven innovation, Buur and Matthews recommended the 
integrative approach of design anthropology, the participatory approach and lead user approach to 
pursue innovation. The understanding of users and the context of use can best be gained by the 
design anthropology approach as it enables the other party to access the tacit knowledge of the 
users. On the other hand, the lead user approach with a market orientation will improve the 
conditions for innovation (see Figure 4). However, this approach is too focused on limited issues; 
therefore, the possibility of other issues playing a role to enable innovation can be overlooked.  
The participatory design approach does not focus on the conditions for innovation, but on the 
process of innovation. Therefore, the participatory approach considers the ordinary user as much as 
the lead user, based on the assumption that the ordinary users with their own context can provide 
different perspectives in understanding problems which can be an important point of departure for 
innovation. In the case of the rural craft industry, the participatory approach considers craftspeople 
as much as designers in pursuing innovation, based on the assumption that the craftspeople are 
experts in their field. 
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Figure 4: Three approaches to user-driven innovation (Buur & Matthews, 2008, p. 261) 
Participatory innovation includes some activities of a design anthropological approach, such as field-
study; some aspects of participatory design approaches, such as sense-making, co-ideation and co-
design; and lead-user approaches, such as business modelling and co-design. By integration of the 
lead-user approach, anthropological approach and participatory design approach, participatory 
innovation generates knowledge not only  about users but also about business opportunities (Buur & 
Matthews, 2008). The co-prototyping during participatory design process in this case is a provotype 
(Boer & Donovan, 2012). A provotype consider prototyping activity to enable reflection among 
parties, beyond just making an innovative artefact. 
2.7 INCREASING SELF-DETERMINATION OF PARTICIPANTS USING THE 
PARTICIPATORY APPROACH  
This research uses the participatory approach in order to increase the self-determination of 
craftspeople. This section discusses the participatory approach, beginning by understanding its roots 
in action research, the principles of participatory action research and the validity of action research. 
In addition, the role of the participatory researcher, level of participation and models of 
participatory research are explored. 
2.7.1 Action Research, Participatory Research and Participatory Action 
Research 
There is abundant literature on participatory and action research in many fields, with many studies 
conducted especially in the last decade. However, there are different views about participatory and 
action research. Kemmis and McTaggart (2008) stated that participatory research is a type of action 
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research. Similarly, Park (2001) stated that participatory research is “action-oriented” research. 
Nevertheless, other researchers have tried to distinguish the two types of research (Kindon, et al., 
2007).  
2.7.1.1 Action Research 
The term “action research” was coined by Kurt Lewin (1946) in his article on the community action 
programs related to various types of conflict situations and group dynamics of leadership problems 
in small groups during and after the Second World War. The most important idea of action research 
is change. By the efforts to effect change, researchers facilitate participants to find solutions for their 
own problems (Huizer, 1979). Lewin's article became a canonical writing of action research because 
at that time the academic world was dominated by positivistic rules of the scientific method of 
reductionism, objectivity, replicability and distance between researcher and what is being 
researched. Academia failed to inform social practice and the fight for social justice (Lewin cited in 
Taggart, 1994). Lewin's research approach was outside the positivistic scientific method; therefore, 
he gave a new point of view on how researchers should position themselves in real-life problems 
faced by society. Action research was triggered by dissatisfaction with the rational thinking style that 
is based on the scientific method of natural regularities of the physical universe, which, in the 
language of Keynes (1938 cited in Checkland & Holwell, 1998) is “homogeneous through time”, while 
the only consistent element in social phenomena is change itself (Checkland & Holwell, 1998).  
Therefore, the researcher needs to step out of the laboratory to study a social phenomenon, where 
the researcher enters the real-world situation, takes part in change and aims to improve and acquire 
knowledge. When conducting action research, a researcher theorises and obtains knowledge 
through direct involvement, invention and insertion in processes of social action. Lewin’s idea of 
action research suggests a cyclic process of "planning-act-observe-reflect-revised plan-act-observe-
etc...." as illustrated in Figure 5.  
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Figure 5: Cyclic process of action research 
However, the spiral was mainly intended to emphasise the need to act differently as a result of the 
learning process gained from experience (McTaggart, 1994). The cyclic scheme in Lewin's idea 
suggests a flexibility and responsiveness of research, considering that it is almost impossible to 
anticipate everything that will happen in the future. The overlapping between action and reflection 
is designed to allow the changes in plan for action after people learn from their own experience. 
Another crucial idea proposed by Lewin relates to the need for group decisions and commitment for 
improvement, in which those who are affected by a decision are the most entitled party to take 
decisions (McTaggart, 1994). 
McTaggart (1994) warned of the frequent tendency among researchers to understate the 
understanding of action research, compared to its original idea. For example, in the adult 
educational field, action research is interpreted simply as "applied research", or about "teacher 
learning" without consideration of participation or concern about who took the decision (McTaggart, 
1994). Kindon et al. (2007) explained that some researchers used the term “action research” but did 
not engage participants directly in the process, because “it can, for example, be an inquiry into one’s 
own life and professional practice with a view to affecting change or institutional reform”. This type 
of action research does not involve a commitment to democracy or empowerment. 
2.7.1.2 Participatory Research 
In the 1970s, an alternative philosophy of social research emerged that is often associated with 
transformation movements in the third world (McTaggart, 1991). This philosophy was rooted in 
liberation theology and the neo-Marxist approach to community development (Kemmis & 
McTaggart, 2008). Participatory research was triggered by dissatisfaction with top-down orthodox 
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management of development. Participatory management discourse was developed by many NGOs 
(Burke, 1993; Chambers, 1983 cited in Dearden&Rizvi, 2008). Through these discussions, the 
awareness of the failure of top-down management systems emerged, resulting in the need for new 
approaches to listen to the voices of the people affected by the policy decisions (Dearden & Rizvi, 
2008). 
Some researchers distinguish participatory research from action research from this point, in which 
participatory research "strives to embody a democratic commitment to break the monopoly on who 
holds knowledge and for whom social research should be undertaken"(Kindon, et al., 2007). Kemmis 
and McTaggart (2008) identified three attributes of participatory research, namely: shared 
ownership of research projects, community-based analysis for social problems, and orientation 
towards community action. It can be concluded that the differences in the perception of action 
research and participatory research exist in relation to the engagement of the participant and the 
spirit of empowerment or democratisation, while both of them aim for change for improvement.  
2.7.1.2.1  Level of participation 
Arnstein's (1969) ladder of participation (Figure 6) is a widely cited model for evaluating the level of 
participation. Nevertheless, there are some phases in the participatory project, beginning from the 
participatory intent, building the participatory process, and then running the activity (within the limit 
set by the participants) (Whyte, Greenwood, & Harkavy, 1993). 
Figure 6 shows Arnstein’s (1969) approach to evaluating the quality of participation. Arnstein (1969) 
distinguished pseudo and genuine participation by identifying the quality of participation through 
analysing the power relationship between the participants and the power-holder (such as policy-
makers, experts, government agencies and local authorities) in terms of the extent to which the 
participants' voices are heard and the extent to which the participants are involved in the decision-
making.  
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Figure 6: Arnstein's ladder of citizen participation (1969, p. 217) 
As shown in Arnstein’s ladder of participation, manipulation and therapy should not be considered 
as participation. This is because the program does not involve participants in decision-making nor 
give the participants an opportunity to express their voices. A manipulation or therapy, on the 
contrary, secures the strong bargaining position of the power-holders through "curing" or 
"educating" participants.  
In the next level, informing and consultation involve higher degrees of participation than 
manipulation and therapy. In this level, participants' voices are heard, but do not necessarily affect 
the decision made by a power-holder. There is no guarantee that there will be a follow-through to 
change the status quo. Placation is similar to informing and consultation, but it involves a wider 
range of society such as the inclusion of marginalised people. Nevertheless, placation is still 
considered as a type of tokenism. 
A degree of citizen power is achieved when the type of participation at least enables a partnership to 
be formed with the participants. Delegating power to participants, or even letting citizens control 
their own decision-making, involves the highest degree of participation.  
However, Arnstein (1969) pointed out that the ladder of participation contains some limitations. 
There may be a complexity in a participatory project that prevents a high degree of participation. 
Sometimes it is difficult to involve a wide range of participants or to find representatives. 
Participants may not wish to be involved (Tritter & Callum, 2006). The cultural context may prevent 
the involvement of a specific gender or race. The limited capacity of the participants as well as the 
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limited social and political infrastructure and knowledge can also be obstacles to a high degree of 
participation. 
The main limitation of Arnstein’s ladder of participation is its focus on the power relationship aspect. 
Tritter and Callum (2006) argued that evaluating participation merely by its power relationships may 
misrepresent the goal of participation. In fact, participation goes beyond just giving decision-making 
power to participants. Therefore, it is important to evaluate the nature of involving participants in a 
participatory project. The intention of involving participants is to gain a better quality of life for the 
people affected by the decision. It means that participation is a means rather than an end, while 
Arnstein’s hierarchy puts empowerment or the authority to make a decision as the goal. From a 
background in health, Tritter and Callum contend that Arnstein’s ladder is problematic for evaluating 
health participatory projects as it does not necessarily fit patients’, carers’ or staff needs. On the 
contrary, the goal of life enhancement may only require a low degree of participation, or the 
combination of many practices of participation.  
Tritter and McCallum (2006) argue that participant’s ability to identify a problem is more important 
than having authority in making a decision. Delegation of power to participants will never lead to 
citizen control without sharing the embedded responsibility as well.  
Instead of simply evaluating a participatory project by the power relationship aspect, it is important 
to consider other aspects such as the practical outcomes or new ways of gaining knowledge from 
conscious or reflective processes. As suggested by Heron (1996 in Reason & Bradbury 2006), the 
practical outcome of participation should not be considered as less important than the 
empowerment issue.  
A PAR project leads to energised or empowered participants after being involved in the project. 
Participants develop useful ways in the project after undergoing reflection or a process of 
consciousness (Bradbury & Reason, 2006).  
Nevertheless, PAR should be considered as a process rather than as a goal, beginning from “expert” 
research to “participatory research” (Whyte, et al., 1993). Haraway (1984 in Bradbury & Reason, 
2006) states that action research is always “partial”; similarly, Gustavsen (1996 in Bradbury & 
Reason 2006) states that it always “partisan”.  
A number of studies examine the degree of participant involvement in a participatory project. Table 
4 presents a summary of the studies. The characteristics on the left side indicate a weak level of 
participation, and the characteristics on the right side indicate a strong level of participation. 
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The table indicates that strong participation involves different actors who work together as 
colleagues. Decision making is equally distributed among actors, as strong participation emphasizes 
partnership and control. Strong participation aims at empowering participants, rather than just 
consulting participant, which position participant as informant. Improvement of the skill and ability 
of participants is the other indicator of strong participation, through the ability of participants to 
make a decision, build a capacity to transform and determine their future through self-mobilisation. 
Table 4: Weak versus strong participation according to theories 
WEAK PARTICIPATION STRONG PARTICIPATION 
 
 One social actor over the 
others (Probst et. al, 
2003 cited in Dearden & 
Rizvi, 2008) 
Background of 
Actors 
 Different actors work together as colleagues 
(Probst et. al, 2003 cited in Dearden & Rizvi, 
2008) 
 The initiator/the 
decision-maker 
Ownership (of 
the project) 
 Equally distributed (Probst et. al, 2003 cited in 
Dearden & Rizvi, 2008) 
 Passive participation 
(Oakley, 1991 cited 
inDearden & Rizvi, 2008) 
 Participants do nothing; 
information is given 
(Pretty, 1994) 
Distribution of 
Responsibility 
 Equally distributed (Probst et. al, 2003 cited in 
Dearden & Rizvi, 2008) 
 Emphasise partnership and control 
(Michener, 1998 cited in Dearden & Rizvi, 
2008) 
 Made by the initiator 
 Pre-determined project 
(Oakley, 1991 cited 
inDearden & Rizvi, 2008) 
Decision-
Making 
 Made by agreement or consensus (Probst et. 
al, 2003 cited in Dearden & Rizvi, 2008) 
 Manage and control the individual and 
collective actions that they themselves 
choose (Michener, 1998 cited in Dearden & 
Rizvi, 2008) 
 Only consulting or 
informing (Michener, 
1998 cited in Dearden & 
Rizvi, 2008) 
 Function of participation 
just for ‘display’ (White, 
1996) 
 Participant merely needs 
to be included (White, 
1996) 
 
Empowerment  Educational and empowering process 
(Michener, 1998 cited in Dearden & Rizvi, 
2008) 
 Develop skill and abilities within the 
community to enable people to manage their 
own needs better (Oakley, 1991 cited in 
Dearden & Rizvi, 2008) 
 Decide on aspect that they select and 
determine (Oakley, 1991 cited in Dearden & 
Rizvi, 2008) 
 Build the capacity of the community to act on 
their own in the future (Oakley, 1991 cited in 
Dearden & Rizvi, 2008) 
 Transformation (White, 1996) 
 Self-mobilisation (Pretty, 1994)  
 
2.7.1.2.2  Models of participatory research: Decision-making model and negotiation model 
There are different models of participatory research, such as the decision-making model and 
negotiation model (Leeuwis, 2000). Most participatory studies refer to the decision-making model. 
48 
 
Problem-solving is emphasised in this model. Later, inspired by Habermas’s (1970) theory of 
communicative action, researchers proposed the negotiation model to avoid the silencing or 
exclusion of some community voices (Daniels & Walker, 1996; Engle, 1995; Scoones & Thompson, 
1994  cited in Leeuwis, 2000). This model is not intended to solve problems; instead, it focuses on 
the social learning during the process (Leeuwis, 2000). Nevertheless, ensuring that people will act in 
a “communicatively rational manner” (Leeuwis, 2000) is complicated, and in some cases it may be a 
utopia.  
The present research refers to the decision-making participatory model which is intended to seek 
ways to solve a problem. Although methodological studies in the participatory field usually avoid 
prescription as it may overlook a unique aspect of the context, generally there are some main 
phases in this model, namely, initiation (Chambers, 1992; Knop & Knop, 1985; Park, 1993), problem 
formulation (Chambers, 1992; Park, 1993), decision  method (Chambers, 1992; Park, 1993), project 
implementation (Knop & Knop, 1985) and evaluation (Knop & Knop, 1985). Those phases may be 
done iteratively, depending on the context. Similarly, studies in participatory action research usually 
refer to Lewin’s (1946) theory of the cyclic steps of planning, acting, observing and evaluating during 
the project. 
2.7.1.2.3  Phases of decision-making participatory model 
The initiation phase is the preliminary phase of a participatory project. A researcher may face a 
complex problem which needs intervention by an outsider (Park, 1993). The critical issue of this 
phase is whether the researcher is accepted by the community and gains legitimacy to conduct the 
participatory research. However, achieving community acceptance is not easy for an outsider who is 
aiming to change people’s lives as the community may have a suspicious response due to 
unsuccessful previous programs conducted by other agencies. Therefore, having prior knowledge 
about the community and then living at the site in order to participate in community life are 
considered important to achieve community acceptance. Nevertheless, being accepted in the 
community is not a guarantee that members of community will engage in the project. Therefore, a 
participatory researcher must act as an organiser (Park, 1993) in planning ways to invite members 
and hold community meetings.  
When there are members of community who express their willingness to join the project as 
participants, it is a good sign that the participatory project could have a potential success. The next 
phase is engaging participants to identify and formulate their problems. According to Park (1993), in 
this phase the researcher acts as a resource who helps participants to define, decide the scope and 
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explore the dimensions of the problem. When the problem has been formulated, the researcher will 
act as facilitator who plays the important role of presenting to the group the methodological option. 
However, the unique feature of a participatory project is “dialogue” (Park, 1993), which must be 
maintained carefully in order to ensure every voice is considered when making any decisions.  
Despite the ideal principles of a participatory project, it has some limitations. Firstly, sometimes the 
role of the facilitator is too strong. Kapoor (2002) warned that a facilitator may have a discretionary 
power, such as intervening in discussions, taking sides for and against participants, and may have 
superior expertise that is vulnerable to potential abuse and corruption. Secondly, the project may be 
sponsored by an external agency which has imposed external goals (Oakley, 1995). Thirdly, due to 
the external goal imposed, “a real transfer of ownership of knowledge may not have occurred” 
(Gaventa, 1993). Those limitations can be easily mismanaged in a participatory project and result in 
another form of exploitation and tyranny (Cooke & Kothari, 2001).  
2.7.1.3 Participatory Action Research 
Some researchers believe that participatory research and action research have the same principles. 
Therefore, some authors such as Fals-Borda (2001) and Hall (2001) did not necessarily include the 
word “action” in participatory research, as they contended that "action" is directly embedded in 
participatory research. Fals-Borda stated that "participation obviously included action elements and 
commitment”, therefore he frequently wrote participatory action research with the "A" in 
parenthesis: "P(A)R". On the other hand, McTaggart (1994) explained that action research already 
implies collaboration, so he sometimes did not add the word "participatory" to explain action 
research. 
However, some authors warn about participatory projects that have no commitment to democracy. 
The idea of "participatory" is prone to be exploited, as for example, when Oakley (1995) wrote about 
"participation as organization". Oakley highlighted the efforts of agencies to institutionalise 
participatory ideas through the establishment of a participatory organisation, based on the 
argument that rural people cannot participate in the development activities because they are not 
involved in an organisation that can accommodate their voices. As a result, agencies have initiated 
and formed organisations for rural people. In fact, the voice of the organisation is not necessarily the 
voice of all people as it may represent external interests in the organisation. This type of 
participation does not necessarily correspond to the initial idea of participatory research. 
In fact, it is difficult for action research and participatory research to be clearly distinguished (Kindon 
et al., 2007). However, to clarify the political commitment of the present research, this study uses 
the term "participatory action research", because this study combines the ideas of participatory 
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action research for change, which is mainly undertaken by community-based participants to improve 
their lives, through a process of collaboration with the researcher and with an orientation towards 
community action.  
2.7.2 Principles of Participatory Action Research 
This section examines the principles of participatory action research in terms of its main aim, which 
is the effort to create change, and its participants, goals and activities. 
The basic principle of both action research and participatory research is an effort to change through 
self-reflective inquiries that are undertaken by the participants to improve their lives. The principles 
of participatory action research are allied to ideas of democracy and it aims to bring change by 
improving the material circumstance of affected people (Park, 2001).  
Participatory action research involves “ordinary” people, or “non-expert” people (Park, 2001), or 
powerless groups (Hall, 2001) or marginalised people (Freire, 1982 cited in Park, 2001) to address 
the common needs arising in their daily lives; during which process, the people generate knowledge 
(Park, 2001). Meanwhile, the participatory action researcher is a committed participant and learner 
in the process of research rather than a detached observer (Hall, 2001). 
The ultimate goal of participatory action research is the radical transformation of social reality and 
the improvement of lives of the people themselves (Hall, 2001). The beneficiaries of the research are 
the members of the community (Hall, 2001). During the process of participatory research, there 
must be a greater awareness by the people about their own resources; therefore, they must be 
willing to mobilise the resources for self-reliant development. 
The objective of participatory research is not just solving problems, but also social practice that helps 
marginalised people attain a degree of emancipation as autonomous and responsible members of 
society (Freire, 1982 cited in Park, 2001) through some key activities, namely (Park, 2001): 
1. Gathering and analysing necessary information 
2. Strengthening community ties  
3. Sharpening the ability to think and act critically. 
2.7.2.1 Activities 
Participatory action research involves the full and active participation of the community in the entire 
research process (Hall, 2001). More specifically, participatory action research engages people in 
three different kinds of activities (Park, 2001): 
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1. Inquiring into the nature of the problem to be solved by understanding its causes and 
meaning 
2. Getting together by organising themselves as community units 
3. Mobilising themselves for action by raising their awareness of what should be done on moral 
and political grounds.  
During the participatory action research project, dialogue is the most important process in the 
implementation of participatory research for identifying serious social issues, organising activities to 
understand those issues and deciding effective actions (Park, 2001). The subject of the research 
originates from the community itself; the problem is defined, analysed and solved by the community 
(Hall, 2001). 
2.7.3 ‘Validity’ of Action Research 
Considering that action research is not intended to produce generalisations, there are concerns 
about the rigor and validity of action research in order to be accepted and defended in the world of 
social science or to be counted as knowledge (Checkland & Holwell, 1998; Fals-Borda, 2001). In 
response to this concern, Hall (2001) stated that the accuracy of participatory action research lies in 
the way the researcher participates in the community activity; this enables a more accurate and 
authentic analysis of social reality, than traditional laboratory-based research. (Moser, 1975 cited in 
Swantz, 2008) stated that there are three criteria for PAR validity: transparency, compatibility of the 
aims with the methods and means, and the ability of the researcher to claim that she knows the 
situation better than an outside observer. 
Meanwhile, Checkland and Holwell (1998) suggested a theoretical framework of evaluating the 
quality of action research through “recoverability” criteria to replace “repeatability” criteria usually 
used in the positivistic scientific method. Unlike the repeatability criteria which imply a consistent 
process of research, the recoverability criteria do not emphasise consistency. The recoverability 
criteria enable findings of research to be transferred into other situations. The recoverability can be 
obtained by a clearly declared theoretical framework (F) and detail of methodology (M) when 
investigating an area of concern (A) as shown in Figure 7. 
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Figure 7: Cyclic process of action research (Checkland & Holwell, 1998) 
 
2.7.4 Role of the Participatory Researcher 
The role of the participatory researcher is essential for a participatory project to succeed (Mayoux, 
2001 cited in Dearden & Rizvi, 2008; Park, 1993). Unlike traditional research in which the researcher 
must keep a distance from the object that is being researched, the researcher in a participatory 
project becomes part of the community and works collaboratively to achieve a better life for the 
community (Park, 1993). Therefore, in order to succeed a participatory project, a participatory 
researcher should have interpersonal (Dearden & Rizvi, 2008; Park, 1993) and political (Park, 1993) 
skills which are reflected in their behaviours and attitudes. Kindon et al. (2007) stated that a 
participatory researcher generally can be described as “patient, optimistic, sociable, collaborative, a 
hybrid scholar and activist, interdisciplinary, and a maverick/heretic”. Chambers (1994b) stated that 
a facilitator must “achieve and maintain trust, always show interest and respect for what 
participants say and do, act with transparency, patience, should not rush, “hand over the stick” and 
being self-critically aware”. In addition, such attitudes like humility (Chambers, 1994), honesty 
(Chambers, 1994) and confidence (Dearden, Rizvi, & Gupta, 2010) are also important. Additionally, 
Leeuwis (2000) stated that a facilitator must have credibility, charisma, influence and 
trustworthiness. 
A participatory researcher may be an outsider who has particular expertise related to the problem 
faced by the community. He or she may be a representative of an external agency (Pretty, 1994) 
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who will act as a convenor (Chambers, 1994), motivator (Dearden, et al., 2010), catalyser (Chambers, 
1994), organiser (Park, 1993) or facilitator (Chambers, 1994; Dearden & Rizvi, 2008; Park, 1993) for 
the community. A participatory researcher will work “with” the participants rather than “for” the 
participants. 
As a participatory researcher, it is important to examine how researchers work “with” participants. A 
number of studies use the term “participation”. To avoid misuse of the spirit of the participatory 
approach, researchers have proposed a comparison between real or ideal participation and weak or 
pseudo participation (Dearden & Rizvi, 2008; Michener, 1998; White, 1996). Who takes an active 
role in the beginning or end of the project, who initiates the method, and who makes the decisions 
are the kinds of factors that will measure the quality of a participatory project as an ideal 
participation. Working “with” participants means that participants must not only be involved in a 
project, but also participate as active actors who have ownership of the production of knowledge 
and improvement of practice (McTaggart, 1991). 
Lee (2008) highlighted the role of the designer in co-design projects. She proposed tactics related to 
the designer's role in a co-design project, depending on who is the initiator and on the purpose of 
the project. When a designer works with experts based on the initiative of policy-makers, the 
designer's involvement is formulating a policy for the society with a goal to pursue innovation. In this 
situation, a designer acts as a master or an authority figure through a top-down approach.  
On the other hand, when a designer works with common people based on the initiative of NGOs or 
community groups, and the expected outcome is providing a social service or social justice, a 
designer acts as a builder while the common people are the active clients. The design goal is to 
motivate common people to make a move (or "paralogy"8), instead of producing an innovation. In 
this position, a designer works as an advisor to give professional advice through a bottom-up 
approach.  
Designers sometimes work together with both the policy-makers/experts and the common people. 
In this position, a designer can act as a strategist using the top-down or bottom-up approach, 
depending on the context. When a designer should lead the participation in a designer-driven 
project, the designer acts as a facilitator, while the common people act as partners or co-workers. 
When the common people (or users) should be assisted to make their own decisions in a user-driven 
project, a designer acts as a stimulator aimed at emancipation, while the common people act as the 
creative agents or advisers. 
                                                          
8
 “Paralogy ... is a move played in the pragmatics of knowledge ... (Lyotard, 1984 in Lee, 2008)” : a new way of thinking 
against the established or common way of thinking. 
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2.7.5 Summary 
The idea of optimising the self-help potential of the participants is in line with the aim of 
participatory research. Instead of transferring knowledge, participatory research aims to engage 
participants in the production of their own knowledge (McTaggart, 1991; Park, 1993) through a 
collaboration mechanism (Kemmis & McTaggart, 2008). Furthermore, the collaboration should result 
in a collective action to solve the problems of the people (Kindon, et al., 2007). Participatory 
research assists participants to increase their self-determination (Kindon, et al., 2007). 
Participatory research has been used in many fields. The fundamental tenet of participatory 
methods is empowering participants to have better skills and opportunities to determine their 
future (Dearden & Rizvi, 2008). The important aspect in engaging participation is the use of 
communication. Good communication enables better quality participatory projects. The quality of a 
participatory project depends on the degree of decision-making by the participants. The more 
independent the decision-making by the participants, the better the participation is. However, 
engaging participants can be challenging. Facilitators must build trust and a close relationship with 
participants during the initial process. The facilitator’s knowledge of cultural sensitivity and the local 
political situation, and interpersonal, communication and political skills, are needed in order to 
create conducive situations (Park, 1993).  
2.8 SUMMARY 
The research question in this study includes two major issues, namely, the context and the method 
(see Chapter 1, Figure 1). In regard to the context, the review of the literature presented in this 
chapter covered studies on the nature of the craft industry, on rural craft industries around the 
world and specifically in Java. As discussed in Section 2.4, rural craft industries in many parts of the 
world are facing difficulties to survive. A number of theories about strategy and policy have been 
developed in the literature, as well as assistance programs for rural craft industries (Section 2.5). 
Historically, there has been a tendency to view a craftsperson more lowly than a designer or artist 
(Section 2.2.1). Consequently, theories and assistance programs for craftspeople frequently place 
the designer or artist as a trainer or director for a craftsperson who is considered to be merely the 
maker (Sections 2.5.3 and 2.5.4). Only a few assistance programs have been based on cooperation 
between craftspeople and outsiders (such as designers). However, most of them used top-down 
approach overlooking the specific difficulties as well as potential uniqueness of each of the 
craftspeople. 
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Assistance programs based on collaboration between craftspeople and designers who place both 
parties in an equal power relationship are needed in order to increase the self-determination of rural 
craftspeople. However, such collaboration requires in-depth knowledge about the context. In this 
study, the case study is a glass-bead craft industry located in Jombang, rural Java, Indonesia. There 
are only a few studies about rural Java. As noted in this review of the literature (Section 2.1), the 
rural craftspeople in Java face difficulties in innovation because of involution (Kristiansen, 2003), 
village politics (Beard & Dasgupta, 2006) and headhunting of workers (Cederroth, 1995). However, 
none of these studies has specifically addressed how rural Indonesian craftspeople can collaborate 
with designers.   
On the other hand, the participatory approach, especially the participatory innovation approach, 
provides an integrated theoretical framework for collaboration that aims at increasing the self-
determination of rural craftspeople as well as pursuing innovative crafts products. Participatory 
innovation accommodates three approaches in the collaboration, namely, the anthropological 
approach, lead user approach, and participatory design. In this research, an anthropological 
approach to understanding the context was followed through contextual inquiry and cultural probes. 
Next, the lead-user approach was taken through brainstorming and mind-mapping. In this phase, 
both the craftspeople and designers were asked to generate ideas through sketches. This phase did 
not give any clues about innovative products; nevertheless, the mind map–brainstorming session 
was useful to provoke the craftspeople and design students to think about the new products. Lastly, 
the participatory design approach was applied through co-prototyping. Ultimately, all the 
approaches led to product innovation as well as the reflection of the craftspeople’s style of work.  
However, there is a paucity of research in the field of participatory design to support the 
development of craftspeople through participatory methods. There is also a gap in the literature in 
relation to the use of the participatory approach in the design of hedonic products. 
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3 Research Method 
This study is concerned with the importance of providing an assistance program for a rural 
Indonesian craft industry using a bottom-up approach that acknowledges and responds to 
difficulties in local community dynamics by placing a focus on understanding motivations, culture, 
relations and grouping tendencies and working to engage pro-active behaviours according to the 
motivations of each participant. The research aims to fill gaps in the literature on participatory 
design for hedonic products by supporting the development of design quality and skill through a 
collaboration using community-based design approaches.  
This chapter on the methods employed in the present study is divided into four sections. The first 
section provides an overview of the research design and the relationship between the research 
question and design method. The second section describes the case study, followed by a description 
of the participants in this research. The final section explains the research approach used in this 
research. 
3.1 RESEARCH DESIGN 
The main question in this research is: “How to engage a community in collaboration to pursue 
innovation in the rural Indonesian craft industries?” By addressing this question, this study intends 
to develop a model of an assistance program based on collaboration to pursue innovation in the 
rural Indonesian craft industry. 
Assistance programs for rural craftspeople with the intention to enhance rural craft businesses have 
been implemented in the past. However, a reduction in the number of rural craft businesses has still 
occurred despite many types of assistance programs being provided to the industry. Researchers 
(e.g., Tambunan, 2005) also indicated that a successful assistance program in the literature does not 
necessarily transfer to success in a different area. Considering the differences in each rural craft 
industry, a study which develops a model of an assistance program for a particular industry and 
geographical area is required. 
Figure 8 illustrates the relationship between the research questions and research method. Two 
analyses are carried out to achieve the objective of this research. The first is the analysis of the 
limitations of previous assistance programs, and the second analysis is identification of the role of 
researcher and other stakeholders in an assistance program using the participatory approach in 
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order to increase the self-determination of the craftspeople. The model is based on collaboration 
because it promotes the spirit of equality. The collaboration is based on the principles of 
participatory research assuming that the craftspeople are the most knowledgeable people who 
understand what they need. Therefore, the craftspeople should be placed in an equal position with 
others who intend to improve the craftspeople’s business. In that way, the strength of each 
craftsperson can be optimised instead of being overlooked. 
3.1.1 Analysis of the Limitations of Previous Assistance Program 
This research identified issues related to previous assistance programs from craftspeople’s 
perspective by applying the qualitative approach. Instead of focusing on the measurement of the 
effectiveness of previous assistance programs, this research identified limitations of previous 
assistance programs that led to the reduced effectiveness of the program (Zulaikha & Brereton, 
2011a). A qualitative approach enables the researcher to discover contextual issues that could be 
overlooked through quantitative research. 
Researchers indicate that assistance program ineffectiveness can be caused by an incompatibility 
between the program and the difficulties faced by the craftspeople (Tambunan, 2005), or 
differences between the program’s and craftspeople's motivations or behaviours towards their 
business (Chaston, 2008; Fillis, 2002). Therefore, the present study explores the difficulties faced by 
craftspeople and examines craftspeople's attitudes towards the craft business as the basis upon 
which to analyse the limitations of previous assistance programs. The craftspeople's difficulties and 
attitudes towards business were identified by contextual inquiry method, including in-depth 
interviews to reveal the responses and attitudes of craftspeople towards previous assistance 
programs. Triangulation by a cross-checking statement was applied to avoid bias and the possibility 
of incorrect information. In addition to interviews, the researcher participated in craftspeople's daily 
lives and attended community events in order to get a comprehensive picture of the situation in the 
community. 
3.1.2 Identification of Role of Researchers, Designers and Craftspeople in 
Developing Effective Collaboration 
Answering the second sub-research question about how to increase the self-determination of 
craftspeople requires the identification of the strengths and opportunities of the craftspeople 
involved in the project. Based on the strengths and opportunities of each craftsperson, the 
researcher and the research team (designers) acted as facilitators of a participatory project to 
individually support the craftspeople in developing a new innovative product and collectively in 
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performing an innovative action to promote the industry. The researcher applied the participatory 
design method in developing a new innovative product and applied participatory action research in 
performing an innovative action to promote the industry. 
3.2 THE CASE STUDY: THE GLASS-BEAD CRAFT INDUSTRY IN RURAL JAVA, 
INDONESIA 
The present research uses puRP osive sampling; therefore, a case study was selected based on the 
following criteria: 
a. The craft industry is located in a rural area. The industry has been given significant support 
for increasing rural peoples’ wealth in the past, but currently the industry is suffering rapid 
decline.  
b. The craft industry has a unique feature, which is worth sustaining. 
c. The craftspeople have a willingness to participate and collaborate voluntarily. 
d. Java was prioritised as the pilot project: considering the financial and time limitations, 
selection of an area that has a similar cultural background as the researcher was chosen to 
accelerate the process of building rapport during the initiation phase of data collection.  
Based on these criteria, the case study of the glass-bead craft industry in Plumbon-Gambang (and 
later, in Mejoyo Losari) Village, Gudo District, Jombang Regency, East Java, Indonesia was selected.   
3.2.1 Brief History of the Case Study Area 
The glass-bead craft industry in Jombang Regency began in 1974. It was initiated by three local 
craftspeople. The craftspeople treat wasted glass obtained from local scavengers or manufacturers 
into beads. The wasted glass is melted and then formed into glass sticks using a very high heat. The 
glass stick is then heated, encircling a metal stick coated with kaolin (the white silica clay of fine 
particle size) to ease the removal process of the heated glass-bead from the metal stick. The pattern 
and shape of the glass-bead is formed during this process. 
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Figure 8: Research design – relationship of research question and research method
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Initially, the craftspeople produced beads to be placed in a ring base. In order to deliver orders on 
time, they employed family and relatives as craft-workers. As the craft-workers knew the glass-bead-
making technique and the market, later, they went on to run their own businesses. However, 
they had limited knowledge about the glass-bead market. When most of the craft-owners produced 
the same products and delivered them to the same market destination, the market immediately 
became oversupplied. It caused stagnancy of glass-bead craft industry for about a decade. 
In the middle of the 1990s, an enthusiast of ancient beads came to the village and learned to create 
replicas of ancient beads with some craftspeople. The bead enthusiast was also a mineral expert. He 
already had a potential market for the ancient beads. He conducted an intensive collaboration with 
craftspeople to explore ways of producing replicas of ancient beads to sell. The collaboration 
brought about insights into mixing materials, innovative techniques and new potential markets for 
craftspeople. The craftspeople gained significant earnings by selling replicas of ancient beads to 
foreign antique collectors and Indonesian tribes at a much higher price than the production cost. It 
was a significant point of improvement in the industry. 
However, the market shortly became oversupplied, causing a drastic decrease in bead price. Only 
craftspeople with extraordinary bead-making skill focusing on high quality beads continued to 
receive orders, while craftspeople with average skills found it difficult to gain any market share. 
Fortunately, the situation did not take a long time to improve. As Bali is a main entrance to overseas 
buyers, one craftsperson attempted to sell his product to Bali. The beginning of the 2000s saw the 
beads exposed to world fashion, creating significant demand for glass-beads from Bali. To meet this 
increased demand, craft-owners employed family and relatives as craft-workers, thereby growing 
the industry which rapidly reached a peak of 200 craft industries not only in Plumbon-Gambang 
Village, but also in its six surrounding villages. The industry involved around one thousand 
craftspeople. Villagers who initially worked as farmers became craftspeople because this occupation 
could give them a better income.   
The expertise of the Jombang craftspeople as glass-bead-makers began to be recognised 
internationally with the product selling well in Bali and evidenced by the orders from many countries 
such as the US, Australia, England, Italy and Japan. A few young well-educated craftspeople received 
overseas orders directly by online trading, while other orders were received through Bali traders. 
Foreign buyers kept repeating orders because the Jombang craftspeople were able to create a 
complicated shape and pattern of beads with no minimum quantity order. The craftspeople also 
provided a custom design service, enabling a greater possibility of uniqueness.  
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However, as is the case of fashion trends, in the late 2000s, the bead was no longer exposed, and the 
demand gradually decreased. At the same time, the increasing numbers of craft businesses that sold 
their product to the same destination caused the market to become saturated. This situation caused 
some craftspeople to use the strategy of drastically dropping bead prices for a quick return of 
investment and caused the bead price inevitably to fall further in the market. In this situation, the 
transactions between the craftspeople and Bali retailers made no contribution to the craftspeople’s 
wealth except for a quick return of their investment. Figure 9 presents a timeline showing the 
fluctuating numbers of craftspeople since the industry began.   
 
Figure 9: Fluctuating numbers of craftspeople since the industry began 
 
Meanwhile, selling products in the local market also posed another challenge. Local buyers preferred 
to buy cheaper machine-made imported beads than local glass-beads. The economic and 
demographic background of local buyers influenced the attitude of price-sensitive purchasing. Local 
buyers had little information about the uniqueness of the glass-beads made by the local 
craftspeople. At the same time, there were abundant supplies of cheap imported beads by local 
traders, so local buyers tended to buy cheaper imported beads. This situation led some craftspeople 
to prefer to trade the cheap imported beads rather than continue to produce glass-beads while 
some others sold a mix of local and imported beads. 
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Faced with those difficult situations, some craftspeople engaged in fraudulent or anti-social 
behaviours in order to save their business, such as: avoiding payment to take advantage of the 
proximity of family relationships, copying designs and taking over other people’s orders without 
permission, selling products at a far lower price, or headhunting skilled craft-workers. Those 
behaviours and underlying attitudes broke the social relationship among craftspeople, and therefore 
hampered the development of the community.  
3.2.2 Unique Features of the Industry 
There are some specific features of the Jombang glass-bead craft industry compared to other rural 
craft industries. These features are related to the craftspeople, the process, the materials, the 
various types of products and the place: 
 People – Glass-bead-makers are rare in Indonesia, and there are skilful glass-bead-makers in 
Jombang. The glass-bead craft industry in Jombang is the most famous glass-bead industry in 
Indonesia, and probably in South East Asia. 
 Process – Unlike other traditional craft processes, such as batik, wood carving and weaving 
textiles, which are well-known locally, the glass-bead-making process is less well-known.  
 Materials – The production of the glass-beads uses wasted glass as the main material, so it has 
an environmental advantage of recycling wasted material. 
 Various types of product – The craftspeople have the ability to make many types of glass-beads, 
from the plain bead to a bead with a complicated shape and pattern. This ability enables a huge 
range of products to be created, from functional products to hedonic products, and from trend-
based fashion products to souvenirs.  
 The place – Although the main end buyers of the glass-bead are tourists, the site is not located in 
a famous tourist destination area. There is nothing related to tourism in the area, except the 
religious tourist attraction of the Gus Dur Cemetery9, which is visited mainly by the low-income 
national tourists. The nearest town that attracts local tourism is Batu (80 kilometres from Gudo 
District, Jombang); while the nearest place that attracts foreign tourism is Bali (around 400 
kilometres, from Gudo District, Jombang). 
                                                          
9 Gus Dur Cemetery is a well-known religious tourism site, especially during school holidays. Visitors come not only from 
Jombang Region, East Java Province and its surrounding area, but also from many cities in Java, Sumatra, Kalimantan and 
Sulawesi. Gus Dur was the fourth President of Republic of Indonesia, and above all, he was a leader of the biggest and most 
influential Islamic organisation in the country called Nahdhatul ‘Ulama. Therefore, his cemetery is full of visitors almost 
every day. 
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3.3 RESEARCH PARTICIPANTS 
This research involved craftspeople, design students, fresh-graduate design alumni and professional 
designers. The craftspeople are the main participants, while the others are collaborators in this 
research. The main aim of involving collaborators is enabling the sustainability of the project after 
the research, achieving experts’ perspectives in analysing the problem and enabling a 
comprehensive understanding of the context within the time limitations of the study. The project 
also creates an opportunity for design students to gain experience by working in a real-world 
project. 
3.3.1 Craftspeople 
A total of 25 craftspeople were involved in this project from Plumbon-Gambang and Mejoyo-Losari 
Villages, Gudo District, Jombang Regency, East Java, Indonesia. Although all the craftspeople in Gudo 
District were invited to join the project, only 19 of them engaged actively and voluntarily in the 
participatory project in 2011 or 2012, while the rest were involved only as informants for the 
interviews. Only two female craftspeople joined this project, while the rest of the participants were 
male. The participants’ ages ranged from (approximately) 25 to 55. 
3.3.2 Design Students 
The researcher announced the co-research opportunity by liaising with the staff at a local university, 
the Institut Teknologi 10 Nopember Surabaya (ITS). ITS is among the prominent universities in the 
eastern part of Indonesia. The university is located around 100 kilometres from the Jombang craft 
industry site. The Industrial Design Department (IDD) of ITS had a commitment as well as long 
experience working with craft industries in East Java Province either in cooperation with local 
government, higher education directorate, NGOs or independently. As part of the commitment, 
students can work with craftspeople within East Java Province in order to fulfil the students’ 
practical work requirement. The researcher cooperated with the practical work course coordinator 
of IDD in announcing the program. Flyers announcing the opportunity were distributed on campus. 
Design students who were originally from the Jombang craft industry site or nearby were strongly 
encouraged to join. 
Four ITS design students who expressed their strong willingness to be co-researchers were selected. 
They agreed to live on the site for one month followed by regular visits afterwards. Before 
deployment, the researcher provided a brief explanation to the design students about the industry, 
as well as how to interact and socialise with rural craftspeople. Brief profiles of the design students 
are as follows: 
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a. S-1: male, 22 years old, 7th semester. He lives in Surabaya. He is interested in a field which is 
related to empowerment or small business issue. He is very good at operating 3D modelling 
software. 
b. S-2: female, 20 years old, 3rd semester. She is originally from North Sumatra. She was interested 
in joining the project because she has a passion in designing accessories.  
c. S-3: female, 21 years old, 5th semester. She is originally from Jombang. She joined the project 
because she is interested in how design can empower people. She was among the best students 
who gained distinctions in her academic history and won some design awards. 
d. S-4: female, 21 years old, 5th semester. She is originally from Kertosono, which is about 30 
minutes drive from the site. She now spends most of her time in Sidoarjo which is closer to the 
university. She gained excellent marks in her academic history and runs her own business in 
accessories. 
All of the students had good interpersonal and communication skills as well as design skills, which 
are essential skills for collaborating with rural craftspeople. However, the contextual inquiry was 
conducted by the researcher, while the students assisted in data processing and design 
collaboration. 
3.3.3 Fresh-Graduate Design Alumni 
As well as the design students, the research project also provided an opportunity for fresh-graduate 
design alumni in the second phase of data collection, as additional experience before getting a job. 
The applicants were required to have good inteRPersonal and communication skills, a specific ability 
in design skill, willingness to work with rural craftspeople and to visit the site regularly. As for the 
design students, before the project started, the researcher gave a brief explanation to the selected 
design alumni about the industry, as well as how to interact with rural craftspeople. The profiles of 
the fresh-graduate designers involved in the research are as follows: 
a. A-1: male, 26 years old. Graduated from Communication Visual Design, ITS IDD in 2010. 
Previously he had worked for several companies, then decided to be a freelance designer and 
started to run his own business. 
b. A-2: male, 26 years old. Graduated from Communication Visual Design, ITS IDD in 2010. He was 
involved in an Indonesian political party, including activities related to empowerment. He was a 
freelance designer; then, together with his friends, he started his own business. 
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3.3.4 Professional Designers 
The professional designers were recruited through personal contacts. The main criteria for the 
professional designers were: long experience working with craftspeople (especially rural 
craftspeople); and experience in a design field which is similar to the glass-bead craft industry, such 
as accessories, souvenirs or ceramic design.   
However, the researcher faced difficulty in recruiting designers who would be able to spend the time 
to visit the site or provide remote consultation in the intended timeframe. Finally, two professional 
designers joined the project, as follows: 
a. D-1 : female, 43 years old. After graduating from Udayana University (Bali, Indonesia) in the 
interior design field, D-1 had worked in a souvenir company in Bali, Indonesia for about 10 years. 
Then she began to run her own business in an urban craft industry, mainly producing interior 
decorations and souvenirs for local and foreign tourists. She frequently asks traditional 
craftspeople to make some parts of her products. She lives in Batu, a small city which is 
increasingly recognised as a national tourist destination, 80 kilometres from Plumbon-Gambang 
Village. 
b. D-2 : male, 43 years old. Graduated from Universitas Sebelas Maret Surakarta (UNS) in ceramics, 
D-2 is a ceramic artist. He had a long experience in joining national and international art 
exhibitions. Since 2005 he worked as a lecturer in the art and design field at Surabaya State 
University. Together with his wife, D-1, they run their own business in urban craft producing 
interior decorations and souvenirs for local and foreign tourists. 
3.3.5 The researcher’s background 
Similarities of cultural background between the researcher and craftspeople had accelerated the 
process of building rapport during the initial phase of data collection. The researcher and 
craftspeople have some similarities in terms of religion (Islam) and race (Javanese people). The 
researcher also told craftspeople that she was born in the neighbouring region.  
Gender of the researcher is female, which is not really an issue, but craftspeople do respect woman 
wearing a veil, which the researcher does anyway. In addition, some women in the craftspeoples’ 
families also wear the veil.  
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The explanation that the researcher is also a lecturer of a local university contributed in convincing 
craftspeople that the orientation of the researcher is not exploiting or taking profits from 
craftspeople.  
The age of the researcher was relatively young compared to the average age of the craftspeople, 
however the researcher is also of mature age and has her own family. When craftspeople shared 
their family stories such as financial problems of having school-age children, the researcher could 
respond that she had a similar experience. 
3.4 RESEARCH APPROACH AND METHOD  
As discussed in the literature review (Chapter 2), theories have been proposed about the specific 
characteristics of rural craft industries, the challenges that they face and recommendations to 
support these industries. Some studies have proposed strategies, policies, training and collaboration 
as the recommended ways to support the business survival of craft industries. However, most 
programs have positioned an outsider as an expert with little consideration of the context of the 
craft community. Moreover, the self-determination of rural craftspeople remains questionable. 
Therefore, this research uses the context-based approach to increase the self-determination of rural 
craftspeople.  
3.4.1 Contextual inquiry 
The characteristics of rural areas are extremely varied (Economic and Social Development 
Department (FAO), 1993). Therefore, in order to understand a specific rural case deeply and 
carefully, a technique which enables intensive interaction over a long period in the participants’ own 
context should be selected. Contextual inquiry is the most appropriate method for that purpose. 
3.4.1.1 Framework (F) 
Holtzblatt and Jones (1993) defined a contextual inquiry as a method for gathering information in 
the place and context of a user. Contextual inquiry can help the participatory design process run 
smoothly. 
Contextual inquiry is a combination of some methods in the field of psychology, anthropology, 
sociology and interpretive hermeneutics (Holtzblatt & Jones, 1993). Dekker, M.Nyce, and Hoffman 
(2003) state that contextual inquiry is a combination of ethnography and cognitive work analyses. 
The purpose of combining various fields in contextual inquiry is to understanding the users, in terms 
of the users’ orientation and expectations. 
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The purpose of contextual inquiry is to gain access to "what activities mean to the people who do 
them” (Dekker et al., 2003). This approach seeks to "look for how people work" with regard to 
where people do what, and what does the job for them (Dekker et al., 2003). 
Holtzblatt and Jones (1993) propose four main principles of contextual inquiry related to the 
context, partnership, focus, and fixing the focus. The first principle of context is based on the 
argument that the best way to understand a person's work is to talk to them in their actual work. 
Holtzblatt and Jones identified that people tended to talk about their work in abstraction and 
summary. Therefore, gaining information merely from interviews may result in common knowledge 
and not necessarily reveal people’s feelings and experiences of their work. Similarly, Karasti (2001) 
states that workers usually take their work for granted. Therefore, a researcher or field worker 
should "reveal and make visible aspects of work practice that practitioners cannot make explicit” 
(Karasti, 2001 p. 66). Considering that tendency, it is important that the researcher is present in 
people's workplaces and acknowledges their ongoing experience.  
The second principle of partnership is based on the premise that a person being researched is the 
expert for his or her own work; therefore, a researcher should ask the research subject questions to 
avoid misinterpretations by the researcher about what is going on in the workplace and what is 
considered to be important or not. Furthermore, the researcher must share control with the subject 
during the inquiry, by using open-ended questions and letting the subject dominate the 
conversation. Next, both the researcher and the subject should create shared meaning. Last, the 
process of reflection and engagement of both parties should occur during the fieldwork.  
The researcher should know what happens on the site prior to the fieldwork, and should determine 
the focus as a filter. This enables the researcher to sort out what to look for and what things need to 
be considered that might be lacking. Holtzblatt and Jones (1993) proposed the third principle of 
focus to manage a conversation with the participant. Stating a focus will help the researcher to 
create and direct his or her development of understanding (Holtzblatt & Jones, 1993). 
Furthermore, the focus should be shared with the research subjects to enable them to co-direct the 
conversation. However, the focus may need to be expanded or shifted while a researcher’s 
understanding about the subject’s work is developing. A researcher may pay attention to surprises 
or contradictions about the subject’s work compared to the researcher’s prior understanding. It is 
needed to expand the focus. Such an effort may help the researcher not to miss important 
information.  
There are three common phases in contextual inquiry: the introduction, the ongoing work inquiry, 
and the wrap-up (Holtzblatt & Jones, 1993). During the introduction phase, a researcher establishes 
69 
 
a relationship with the subject by telling them the intention of fieldwork, explaining how long the 
researcher will spend time with them, and sharing awareness about confidential issues during the 
fieldwork. A researcher should state his/her position as a partner for the subjects in this phase. Next, 
the researcher does the ongoing work inquiry. A researcher asks questions and shares ideas. An 
important issue during this phase is ensuring that the subjects are equally involved in the 
partnership and fulfilling contextual inquiry principles. In the wrap-up phase, the researcher and 
subjects summarise and make conclusions, as well as clarify any uncertainties to avoid 
misinterpretation. 
3.4.1.2 Method (M) 
Contextual inquiry is widely adopted in the human–computer interaction field. Users are common 
participants of human–computer interaction research. However, in this thesis, the "users" are 
craftspeople. The contextual inquiry was used to understand craftspeople, in terms of the nature of 
the relationships among the craftspeople, as well as between the craftspeople and outsiders related 
to the craft business. Moreover, this technique was the foundation for the next phase of 
participatory research. Contextual inquiry enabled proximity between the researcher and the 
participants required for participatory action research. 
3.4.1.2.1 Introduction 
The researcher visited one glass-bead store in the village, owned by C-3. The researcher purchased 
beads and chatted with C-3’s wife about the bead business, including a discussion about current 
interesting new products. C-3 showed a bead tree (Figure 10) made by C-27. The researcher then 
visited C-27 to learn more about the making of the product. C-27 welcomed the researcher, and 
then there was a discussion not only about the product, but also about C-27’s activity and the 
current situation of the glass-bead business.  
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Figure 10: A bead tree, made by C-27 
From this initial information, the researcher identified C-1 as the head of the Asosiasi Pengusaha 
Pengrajin Manik dan Asesoris/Accessories and Bead Crafts Owners Association (APPMA). Referring 
to information provided by C-27, the researcher afterwards contacted C-1, and then visited him. The 
researcher explained about the planning of the research project and had a light discussion with C-1 
ranging from family issues, the weather, politics and the glass-bead business. C-1 welcomed the 
researcher to stay in his house. The researcher stayed in C-1’s house for two days. When the 
researcher asked about the rental payment, C-1 refused to receive any payment. C-1 said that he 
considered the researcher as if she was his relative. The researcher interacted not only with C-1’s 
craft-workers, but also with his wife, mother-in-law, housemates and children. C-1 accompanied the 
researcher to visit C-7, one of the pioneers of the glass-bead craft industry. SGY was no longer 
making beads because of the decline of the glass-bead business; he now sold retail petrol. C-28 
coincidently came to C-7’s house during the conversation, to buy a few litres of petrol in bottles for 
his motorcycle. C-28 joined the conversation, so there was an informal meeting among C-1, C-7, C-28 
and the researcher. This meeting led to some initial findings about the history of the industry and 
the current business situation. 
3.4.1.2.2 On-going work inquiry 
A. Living in the site 
Seven months later, in the following year, the researcher re-visited the site, contacted C-1 and 
advised him of the plan to interview several craftspeople and live in the village for a longer period 
than the previous visit. The researcher conducted initial interviews with six craftspeople with the 
assistance of C-1, who introduced the researcher to his colleagues in the industry. C-1 invited his 
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fellow craftspeople to come to his house or store for the interviews10. The interviews were 
unstructured interviews and held in C-1's store or house on different days for a week (see Section 
3.4.1.2 about the interviews). The researcher visited the craftspeople’s houses afterwards.  
One of the interviewed craftspeople was C-10, who had a family relationship with C-1’s wife. C-1 
knew that C-10 had a big house with a few unoccupied rooms. Therefore, C-1 asked C-10 about 
whether C-10 could provide a place for the researcher and the design students to live for about one 
month. C-10 knew the researcher from the interview and agreed. The researcher, along with three 
design students, then stayed in C-10's house. As C-10 refused to answer the exact cost that the 
researcher should pay, the researcher asked C-1 about the average payment to rent a house for a 
month. C-1 answered that the average payment was IDR 1,000,000 or US$100 for a month, and C-1 
suggested the researcher to add an extra payment for C-10’s house-mate for IDR 300,000 or US$ 30 
who lived together with the researchers and students in the house.  C-10 did not refuse to accept 
the payment, when the researcher gave it on the last day of staying in the house. 
C-10's house was located on the main road of Plumbon-Gambang Village. It was a big house with five 
rooms, two living rooms, one indoor dining room and one outdoor dining room. The research team 
took three rooms while another room was occupied by C-10’s mother, who was in her 70s, and her 
nurse. There was a room for C-10 when he came to this house with his wife and his 8-month-old 
baby. C-10 did not live in this house. He spent most of his time in his wife’s parents’ house, in the 
neighbouring village. His glass-bead workstation was moved a year before, but he came daily to this 
house to see his mother or interact with other craftspeople.  
There was a large unfinished building next to the main building, which was supposed to be a glass-
bead workshop and gallery. C-10 could not afford to finish the building, especially after his orders 
had decreased significantly, along with the global crisis in the US where he had had many buyers. 
The orders from the US had decreased significantly, causing C-10 to be unable to pay back the credit 
given by the bank. As a consequence, C-10 had to sell his car, and he could not complete the building 
and turn it into a bead art gallery as he had planned. 
At the left side (northern part) of C-10’s house was an unoccupied house, and at the right side 
(southern part) of the house was another craftsperson’s house. The house had large front and back 
yards. The front yard had a few trees. In the back yard, there was the house of C-10’s housemate11. 
                                                          
10
 C-1’s house was located next to his store.  
11
 C-10’s housemate had worked for C-10 for more than ten years. C-10 built a house for his housemate, so he 
lived there with his wife and two children. 
72 
 
The front gate gave direct access to the main road, but it was rarely opened. The main access was 
through the back gate. The back gate faced C-26’s house, which was located across the street. C-26 
was a craft-owner whose products were mainly sold to Borneo. C-26 owned a glass-bead store on 
the main road, which mainly sold cheaply priced beads. Although C-10 and C-26 were neighbours, 
they rarely interacted. Their bead product orientations were also different. C-26 sold cheap beads 
while C-10 sold expensive ones. However, C-10 later downgraded his business orientation into 
selling cheaper beads in order to save his business.  
The researcher lived in C-10's house with three design students, S-1, S-2 and S-4. The family of the 
other design student, S-3, lived nearby, so she decided to live in her family’s house, but came daily 
for the purpose of participating in the research project.   
B. Interviews 
The interviews were done in three stages. The first stage was initial interviews, in an informal 
conversation format to achieve a brief description about the industry and identify the prominent 
craftspeople in the village. The second stage involved interviews with the craftspeople 
recommended by C-1. This second stage of interviewing was also the initial stage of the participatory 
design project as it was an opportunity to build a close relationship with the participants. The third 
stage involved interviews with other craftspeople, apart from C-1’s recommendations. The 
researcher approached these craftspeople independently. The aim of the third interview stage was 
to triangulate the gathered information. 
The interviews took half an hour to two hours. Some interviews were held in the craftspeople’s 
houses, while other interviews were held in their stores. The interview questions focused on the 
history of each craftsperson’s glass-bead business, the challenging moments as well as the 
pleasurable moments, the craftsperson’s views of the trader, buyer, designer and material supplier, 
and what they expected from government. The interview format was semi-unstructured in order to 
avoid the possibility of missing interesting information. During the three stages, a total of 17 
craftspeople were interviewed. The interviewed craftspeople can be classified into six categories: 
a. The craftspeople most mentioned by other craftspeople, namely, C-1, C-2 and C-7. C-2 was the 
most mentioned craftsperson as a reference for craftspeople when talking about successful 
businessmen. C-1 was also frequently mentioned because he was the head of the APPMA at the 
time. C-7 was also one of the most mentioned names because C-7 was one of the pioneers of the 
glass-bead craft industry in Jombang. 
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b. The owner of a glass-bead material store: C-8. In fact, there were two glass-bead material stores 
in the area. However, the other glass-bead material store owner, C-17, who was C-2’s relative, 
was rarely at the store, so the researcher had difficulty in arranging an interview. 
c. Craftspeople who owned an art-shop: C-19, C-18, C-20 and C-3. They were owners of glass-bead 
art-shops along the main road of Plumbon-Gambang Village. 
d. Prominent craftspeople from different villages, other than Gambang, who were C-13 and C-21 
who lived in Mejoyo-Losari Village. 
e. Craftspeople with a specific characteristic as mentioned by other craftspeople, such as C-1612 
and C-11. C-16 and C-11 were well-known in the community as expert bead-makers who 
specialised in replicas of ancient beads. 
f. Other craftspeople who had time and expressed willingness to be interviewed: C-10, C-25, C-28, 
C-5, C-6, C-4 and C-26’s wife and C-3’s wife. 
In addition, the researcher interviewed O-1, a mineral expert, who coincidentally stayed on the site 
for a whole month to do business with C-16. O-1 was the outsider most mentioned by the 
craftspeople as he stayed on the site and collaborated with the craftspeople to research new 
materials for making replicas of ancient beads. As discussed previously above, his involvement in the 
community was responsible for a spike in glass-bead business activity in the mid-1990s. 
3.4.1.2.3 Wrap-up 
The wrap-up to conclude the interview was done in each of the interviews with each participant, as 
well as in the last community meeting. The results of the contextual inquiry are discussed in 
Chapter4. 
3.4.2 Participatory Design Project: Collaborative Design Learning 
The participatory design project aims at answering the research question of understanding craftspeople’s 
attitude towards craft business and finding ways to pursue innovation by developing new craft design 
while increasing self-determination of the craftspeople. In this stage the researcher facilitated 
craftspeople to collaborate with design students, and professional designers to develop new innovative 
craft products. There were 6 craftspeople (from one group) involved in the participatory design project.  
                                                          
12
 C-16 was prominent in making replicas of ancient beads. He was one of the only two craftspeople trusted by the ancient 
bead expert, O-1, because his work was perfectly similar to original ones. C-16 was a persistent glass-bead craft-maker who 
never gave up revising his work until O-1 felt satisfied. Both C-16 and O-1 worked together to do research into mixing glass-
bead materials in order to get the closest appearance to ancient beads. C-16 was not really interested in selling beads to 
Bali like his fellow bead producers, as he already made good income from selling beads to foreign collectors and Borneo 
tribes, together with O-1.  
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3.4.2.1 Framework (F) 
This research used some theories as framework for the participatory design project, which are: 
a. Power relationship of craft/craftspeople related to art/artists and design/designers (Risatti, 
2007; Shiner, 2012) 
b. The nature of craftspeople (Risatti, 2007; Shiner, 2012), their behaviour towards craft-
business (Fillis, 2004; Chaston, 2008) 
c. The nature of craft as hedonic product (Stoddard, 2012; Campbell, 2005). 
3.4.2.2 Method (M) 
In the collaborative design learning stage, the researcher facilitated the craftspeople to collaborate with 
the design students and professional designers to develop new innovative craft products (Zulaikha & 
Brereton, 2012). There were six craftspeople involved in the participatory design project. According to 
the suggested steps of the participatory innovation method (Buur & Matthews, 2008), the first step of 
the design process is the field study. This step is done to access the background, potential and 
uniqueness of each craftsperson as the starting point to develop new design as well as to build close 
relationships between the craftspeople and the designers. In the present study, an ice-breaking game 
and the “cultural probes” technique (Gaver, 1999) were used in this step. The next steps in the 
participatory design approach, namely, sense-making, co-ideation and co-design, were done by mixing 
the techniques of brainstorming, mind-mapping and prototyping. Following this step the craftspeople 
and professional designers collaborated to evaluate the business aspects of the design and to increase 
the marketability of the design. Last, the co-design process occurred in the present study when the 
craftspeople, design students and professional designers discussed the development of designs based on 
the craftspeople’s interests. 
3.4.2.2.1 Creative Techniques to Generate Ideas 
A. Brainstorming 
Brainstorming was introduced by Osborn (1993) as a technique of idea generation in a group to 
encourage creativity. Brainstorming requires up to 12 persons in a group. A problem or question is 
given to the group. Members of the group answer the question individually, in turns, within an 
agreed time. The technique aims to acquire a high quantity of ideas. Osborne suggested that, by 
working in a group, members of the group can build on the ideas of others. Brainstorming welcomes 
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wild and unusual ideas, and prohibits the assessment of the quality of the idea in order to enable the 
production of lots of ideas (Osborn, 1993). 
Despite its popular use for idea generation, researchers have found that there is the potential for 
productivity loss in the Osborne brainstorming technique, such as “free riding” (Harkins & Petty, 
1982), production blocking and evaluation apprehension (Diehl & Stroebe, 1987). The free riding 
problem is a situation where a participant does not contribute an idea because of a feeling that the 
involvement is not accountable or not needed by the group (Harkins & Petty, 1982; Karau & William, 
1993; Kerr & Bruun cited in Paulus & Yang, 2000). Production blocking occurs when the participant in 
turn cannot contribute an idea because of a feeling of inferiority, a lack of speaking time or 
forgetfulness while waiting for turns. The participant sometimes hesitates to share an idea to avoid 
being evaluated by other members.  
Considering the weaknesses of the Osborne brainstorming technique, researchers have suggested 
the improvement of techniques such as modifying the format of grouping13 and writing down or 
visualising ideas instead of just speaking, referred to as “brainwriting” (Dennett, 1975; VanGundy, 
1984) and brainsketching (Van Der Lugt, 2002).  
B. Mind Mapping 
The mind mapping technique was popularised by Buzan (Buzan, 1976), based on the idea of radial 
thinking. Buzan and Buzan (2002, p. 87) suggested the use of a central image to emphasise the 
objective. This technique enables the big picture to come into focus and makes relationships and 
connections easier to use (Murley, 2007). Mind mapping facilitates association with the use of 
arrow, colours and codes. In order to create a clear representation, Buzan and Buzan (p. 87) 
recommended using one key word per line. 
The mind map technique is a creative approach to generating ideas (Eriksson, 2004), mainly because 
of its flexibility compared to outlining writing14 (Murley, 2007). Mind mapping allows the participant 
to produce ideas in a joyful situation. The use of images, symbols and colours improves memory 
retention and provides stimulation (Murley, 2007). In addition, the mind map technique facilitates 
knowledge sharing in a group (Visser, 2005). 
 
 
                                                          
13
 For example: the nominal grouping. A nominal grouping (Van de Ven & Delbecq, 1974) asks members to 
share ideas individually which are then collected as group ideas.  
14 Outlining writing requires the presentation of a main or sub ideas in a sequence, while mind mapping  allows 
participants to write or draw ideas without considering the logical sequence. 
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c. Brainstorming – Mind Mapping  
Both brainstorming and mind mapping techniques encourage creativity. Brainstorming is concerned 
with the quantity of ideas, while mind mapping fosters idea-sharing through the use of stimulating 
imagery. Researchers have combined the brainstorming and mind map techniques in order to 
maximise the advantages of both techniques (Paykoç et al., 2004; Shih, Nguyen, Hirano, Redmiles, & 
Hayes, 2009). Table 5 presents a summary of a comparison of the brainstorming and mind mapping 
techniques, plus a summary of their combination.  
The combination of brainstorming and mind mapping techniques enables the maximum 
performance of creativity. However, the effectiveness of the technique not only depends on the 
format of collaboration, but also the context.  
Table 5: Comparison of brainstorming and mind mapping techniques and their combination 
 Brainstorming Mind Mapping 
Brainstorming - Mind 
Mapping 
Purpose Encourage creativity Encourage creativity Encourage creativity 
Principle Quantity of ideas 
Identify issues and 
relationship between 
issues 
Quantity of ideas; and 
relationship between 
issues 
Technique 
Speaking (Osborn, 1993); 
Writing (Dennett, 1975; 
VanGundy, 1984); 
Sketching (Van Der Lugt, 
2002). 
Reveal ideas visually in a 
radial design (Buzan & 
Buzan, 2002) 
 
Individual brainstorming 
then continued to mind 
mapping in a group 
(Paykoç, et al., 2004); 
Group-mind (Shih, et al., 
2009) 
Format Group or nominal group15 Individual or group Individual or group 
 
3.4.3 Participatory Action Research 
The participatory action research aims at answering the research question of finding ways to pursue 
innovation through any actions at community scale, decided by craftspeople to increase their self-
determination. 
The participatory action research project involved a total of 18 craftspeople, with 10 craftspeople 
actively attending the project activities until the end. Nevertheless, the scale of the participatory 
action research project as the second phase of the research was broader than the scale of the first 
participatory project (participatory design) because the first participatory project only involved 
craftspeople from one group (people who had a close relationship with the leader of the craft 
                                                          
15 See footnote 13 
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association), while the second project involved craftspeople from various groups, including 
craftspeople who rarely joined previous assistance programs organised by government or other 
agencies. 
Referring to the criteria of recoverability promoted by Checkland and Holwell (1998), this section 
declares the framework (F) and methodology (M) used in the participatory action research.  
3.4.3.1 Framework (F) 
The framework used in this research is based on studies about the rural Java and the theory of 
community development as described below.  
a. Studies of Rural Java (as explained in Section 2.1): 
 Villager’s response to problem through ‘silent’ resistance (Bebbington, 2006) 
 Indication of social capital in rural Java by the phenomena of gotong royong and arisan 
(Bebbington et al., 2006; Geertz, 1962).  
 Demographic data of rural people who are likely to participate in community activities 
(Beard, 2005), which are: in the age group of 31-45 years old; belonging to the 
religious/culturally dominant group (i.e., Muslims); in the middle economical level (not the 
poor or the rich).  
 Socio-cultural aspects influence village governance: Muslim community (Beard, 2005), 
proximity (Kristiansen, 2005), adherence to social hierarchy (Koentjaraningrat, 2007). 
 Prospective off-field investment, i.e craft business, attracted the involvement of 
“opportunist”craft businesses which caused a saturated market (Cederroth, 1995); 
 The involution of rural craft business because of spread of information (Kristiansen, 2003) 
 Heterogeneity and potential conflict in the village (Bebbington, 2004; Koentjaraningrat, 
1967; FAO, 1993)  
b. Studies about community development related to the case study of rural Java (as explained in 
Section 2.1): 
 The effectiveness of community development is indicated by a collective action, when each 
individual has a willingness to establish a relationship of cooperation, knowledge sharing, 
time and economics (Narayan & Pritchett, 1999).  
 Facilitator’s support in helping the community to identify “community issues”, then assist 
rural community to "articulate their vision for a common future", so that the community will 
have a perception about their future and a shared desire of common interests which is 
essential (Beard & Dasgupta, 2006).  
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 The effectiveness of collective action depends on multi-scalar relationships among social, 
political and historical factors, externally and internally (Beard & Dasgupta, 2006).  
 
3.4.3.2 Method (M) 
The principles of PAR (Fals-Borda, 2001; Hall, 2001; McTaggart, 1994; Park, 2001) are applied in this 
research. These principles include the desire to change and the inclusion of ordinary people or non-
experts in the radical transformation of social reality. This can be achieved through the following 
activities (Park, 2001): 
a. Gathering and analysing necessary information in order to inquire into the nature of the 
problem to solve by understanding its causes and meaning 
b. Strengthening community ties by supporting the community in getting together by 
organising themselves as community units, and mobilising themselves for action by raising 
their awareness about what should be done on moral and political grounds 
c. Sharpening the ability to think and act critically. 
Referring to the recommended method, this research involved ITS Surabaya as the neighbouring 
university in the region. There are three crucial steps that to be taken according to the literature: 
examining issues related to the social, political and historical aspects; assisting the community to 
have perception about their independent future and a shared desire of common interest; and 
assisting rural craftspeople to take a collective action.  
The participatory action research project commenced with a process of building rapport by the 
researcher who attended community events and approached influential craftspeople in the 
community (called community leaders), in order to seek legitimacy and trust from the craftspeople. 
Next, the researcher organised community meetings and supported the craftspeople to perform a 
collective action aimed at promoting the industry. 
Through the dynamics that occurred during these participatory projects, this research identified the 
role of researchers, designers and craftspeople from the beginning to the end, in order to 
acknowledge which party took a dominant role in each stage and the evolving roles during the 
project. 
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3.4.4 Summary 
A summary of the design method, technique, participants and collaborators in this research is 
provided in Table 6. 
Table 6: Summary of research design 
Method Technique Participants / 
Collaborators 
Year 
Contextual 
inquiry 
(see detailed 
information, 
including 
results of this 
method  in 
Chapter 4) 
Interviews 
Participant observation 
(Living in the site) 
Individual Interview: 
17 craftspeople in the 
community (included 
craft-owner, craft-worker, 
art-shop owner, material-
store owner); 
an influential outsider; 
Participant observation: 
with 4 design students 
2010; 
2011 
Collaborative 
Design 
Learning  
(see detailed 
information, 
including 
results of this 
method  in 
Chapter 5) 
Generate design concepts; 
by identifying 
locality/authenticity  
(cultural probes) 
Individual 6 craftspeople; 
4 design students 
2011 
Generate ideas of product 
diversification; by mind 
mapping and brainstorming 
Collective Group of 6 craftspeople;  
4 design students;  
Material experiment Individual 5 craftspeople; 
4 design students 
Evaluation Individual 5 craftspeople;  
4 design students;  
2 professional designers 
Participatory 
Action 
Research 
(see detailed 
information, 
including 
results of this 
method  in 
Chapter 6) 
Attended community event;  
to find voluntary participants 
Collective Craftspeople in the 
community 
2012 
A weekly meeting included: 
- Product and brand design 
development 
- Promotion strategy 
Collective A total of 18 craftspeople 
in the community (who 
came alternately); 
2 design students; 
2 fresh-graduate design 
alumni; 
2 professional designers 
A collective action of 
developing an alternate 
business model 
Collective 10 craftspeople in the 
community; 
2 design students; 
2 fresh-graduate design 
alumni; 
a total of 160 students at 4 
senior high schools 
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4 Difficulties and Opportunities in the Rural 
Crafts Industry 
Difficulties and opportunities in the rural crafts industries were identified through contextual inquiry. 
The researcher stayed at the site for two days in 2010, a whole month in 2011, and visited weekly 
for two months in 2012. The researcher conducted observations and interviews as well as attending 
a community event.  
The findings indicated that there were external and internal factors that created difficulties for the 
rural craftspeople. Externally, the passing of the bead trend and the global economic crisis in the late 
2010s caused a significant decrease in orders. In addition, the craftspeople had to face the arrival of 
imported beads which were sold at a lower price and had a more consistent quality. Internally, the 
limited capability of human resources and tools, availability of material, and lower bargaining 
position in relation to the trader, designer and buyer worsened the situation. Moreover, there was 
internal conflict among the craftspeople which contributed to the complicated situation for the craft 
business development. 
Despite those difficulties, there were opportunities to develop the industry. The glass-bead-making 
skills of the craftspeople were excellent, even exceptional and rare. The local government also paid 
attention to the industry by allocating annual funding in the form of assistance programs. In 
addition, the communal life of the rural community could strengthen the social capital of the 
craftspeople for glass-bead craft development. 
4.1 SPECIALTIES OF THE CRAFTSPEOPLE 
The craftspeople classified bead products into two categories based on the difficulty involved in 
making them. The first category was fine beads, called halusan (Figure 11). Halusan means a high 
quality bead, in a complicated shape or pattern. Among halusan bead-makers, there were 
specialisations, such as specialisation in making replicas of ancient beads, flower beads, animal 
beads or mask beads. Not all the craftspeople could make these beads because the work required 
advanced skill in specific techniques, such as using moulds or long hours of heating glass.  
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Replicas of ancient beads 
 
Animal beads Mask beads 
Figure 11: Examples of specialisation of Halusan bead 
C-16 was prominent in making replicas of ancient beads. He was one of the only two craftspeople 
trusted by the ancient bead expert, O-1, because his work was similar to the original ones. C-16 was 
a persistent glass-bead-maker who never gave up revising his work until O-1 felt satisfied. Both C-16 
and O-1 worked together to do research into mixing glass-bead materials in order to get the closer 
appearance to ancient beads. C-16 was not interested in selling beads to Bali like his colleagues, as 
he already made a large income from selling beads to Borneo tribes, together with O-1. Besides C-
16, there were prominent halusan bead-makers in the village, such as C-4, C-5, C-6, and C-11. There 
were also craftspeople who could not make halusan beads, but who focused on trading halusan 
beads, such as C-1 and C-10.  
The second category was an easily made bead, called kromoan. The kromoan bead usually had a 
solid colour, and therefore it is also called polosan (meaning plain, no pattern). The price of the 
kromoan bead was cheaper than the price of the halusan bead. The selling price of kromoan bead 
could be as cheap as IDR 2,000 or US$ 0.20 per 100 beads. A beginner glass-bead-maker could 
produce it. However, craft-owners preferred an experienced bead-maker because an experienced 
bead-maker could produce in a high quantity more quickly than the beginner. C-13, C-12 and C-18 
were examples of craftspeople who specialised in producing kromoan beads. 
4.2 BEAD TREND AND GLOBAL ECONOMIC CRISIS 
All of the craftspeople interviewed stated that the glass-bead craft industry had declined. 
Perceptions of the decline were varied. C-10 stated that compared to the peak era of 2004-2005 
when he could get orders for US$ 6,000-7,000 per month, at the time of interview (2010), he could 
only get a quarter of it with less profit. C-10 said that previously the profit was 50%, but afterwards, 
it had decreased significantly. C-1, C-8, C-4, C-18 confirmed the decline of their businesses. Although 
the percentages of the decrease were varied, all of them stated that the amount was less than a half 
of the previous orders during the peak time.  
Beads were highly exposed in local and world fashion trends, in the early 2000s, resulting in a boom 
in the bead business. Nevertheless, following the global economic crisis, it decreased significantly. 
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The global economic crisis of 2007-2008 has been described as the worst economic recession since 
the Great Depression in the 1930s (http://en.wikipedia.org/wiki/Financial_crisis_of_2007%E2% 
80%9308, accessed on 11 August 2013). As stated by Papatheodorou et al. (2010), the financial crisis 
affected national economies around the world.  
Regardless of financial crises or bead trends, the bead has been used since ancient times as an 
accessory (Society-of-Bead-Researchers, 2012), and the bead is a timeless material for many 
purposes. Some of the craftspeople, such as C-3 and C-13, had experienced no decline and their 
orders had remained constant. C-3 stated that he got orders worth (equal to) US$ 800-900 per week 
or up to US$ 5,000 per month, while C-13 earned approximately US$ 2,000 per month.  
4.3 IMPORTED BEADS 
Imported beads, which were mostly from China, had become a significant issue for the craftspeople 
in recent years. Those beads were made by machines; therefore, the price was less, and the quality 
was more consistent than in the local beads. C-10 stated that the price for a Chinese-made 
Swarovski crystal-like bead necklace was IDR 11,000. In fact, the original Swarovski crystal bead was 
IDR 3,000-5,000 per bead. The Chinese manufacturers imitated the Swarovski crystal and arranged it 
into a necklace for IDR 11,000 per necklace (approximately 90 beads). It was difficult for consumers 
to recognise the difference. Therefore, the price of a Chinese-made Swarovski crystal-like necklace 
was attractive to a buyer who did not prioritise the originality. 
The material of the imported beads was lighter than the material of the local beads. Imported beads 
were made of glass and other materials such as metal, wood and plastic. Therefore, the imported 
beads had broader application than the local glass-beads. Light beads were more suitable for 
products with a light weight requirement such as bags, earrings and necklaces.  
On the other hand, the local glass-beads were more varied in their designs. Complicated customised 
patterns or shapes were the superior feature of the local glass-beads. Nevertheless, the appearances 
of some types of imported beads could not be achieved by the glass-bead-making technique, such as 
Swarovski crystal and sparkling beads. 
Considering that the price, appearance and weight of imported beads cannot be substituted by local 
beads, the craftspeople mixed local beads with the imported ones. The craftspeople obtained 
imported beads from wholesalers in Surabaya, the capital city of the East Java Province, in stores 
such as Pusat Grosir Surabaya (PGS) and Jembatan Merah Plaza (JMP). Recently, the imported beads 
were also available at Jombang wholesalers. C-3’s wife, the owner of a bead store, stated that she 
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mixed imported and local glass-beads, because exclusively selling local beads would result in prices 
which were not affordable for local buyers. 
Most of the glass-bead stores in Gambang applied the strategy of mixing imported and local glass-
beads. The researcher observed eight16 bead stores in the village. At C-6’s store, only local glass-
beads were sold (Figure 12). C-6’s main target market was traders rather than consumers; therefore, 
he only sold loose local glass-beads. C-2’s store stocked the least amount of imported beads 
compared to the other stores (Figure 13). C-2 mainly sold finished products made of local and 
imported beads. C-2 also sold loose local glass-beads, which were displayed in a smaller room which 
could not be seen clearly from the entrance or the road (Figure 14). The other stores, owned by C-3 
(Figure 15), C-29, C-8 (Figure 16), and C-1, C-26 and C-12, stocked local and imported beads in similar 
amounts. Only C-15’s store mainly sold imported beads as finished products (Figure 17).  
Local beads were mostly sold loose as materials, while the imported beads were mainly sold as 
finished products. The researcher observed that local buyers searched for finished products rather 
than loose beads. However, it did not mean that local buyers were likely to buy products made from 
imported beads. Local buyers were the consumers of the products while the traders or designers 
were resellers or producers rather than consumers. Accordingly, loose beads were mainly bought by 
traders or designers while products made of imported beads were mainly bought by local buyers.  
The sellers did not explain to local buyers about which bead was local or which was imported. The 
craftspeople said that the local buyers rarely asked. The researcher randomly asked five buyers who 
came to the store, and all of them did not realise that what they had just bought were imported 
beads. However, the buyers did not think it was an issue, because the price was affordable. 
                                                          
16
 The stores were owned by C-29, C-8, C-2, C-15, C-1, C-26, C-18 and C-6 
85 
 
 
Figure 12: C-6’s store (all are local beads which were sold loose as materials) 
 
Figure 13: C-2's store (the main showroom was filled with finished or ready-to-wear products)  
   
Figure 14: C-2's store (the inside showroom was filled with loose beads sold as material) 
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Figure 15: C-3’s store (the amount of imported and local beads sold in this store was almost the same - beads 
were sold mostly as a material rather than finished products) 
 
Figure 16: C-8's store (products hanging on the wall were finished products made from imported beads, while 
beads on right corner below of the picture were local glass-beads sold in loose as material) 
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Figure 17: C-15's store (selling mostly finished products made from imported beads and a few local beads) 
In summary, although the craftspeople stated that they were worried about the abundance of 
imported beads in the market, they already had a strategy to use imported beads as a complement 
to the local glass-beads. For example, in order to provide a finished product at a more affordable 
price, the craftspeople mixed imported beads with a few local glass-beads. A tiny glass-bead costs 
more than a normal size glass-bead as the making process is more difficult. Therefore, the 
craftspeople used imported beads when they needed small beads, then combined it with a 
patterned local bead as an accent. The imported beads were lighter; therefore, they were useful to 
make a lightweight product. Accordingly, the craftspeople could provide a lightweight finished 
product from imported beads, but used local glass-beads as a focus of interest. Nevertheless, not 
many of the craftspeople sold finished products using local glass-beads. In the case where the 
craftspeople sold local glass-beads as loose materials, the local buyers would be less likely to buy the 
loose local beads. 
4.4 LIMITATIONS OF THE RURAL CRAFT INDUSTRY 
4.4.1 Human Resources 
Most of the interviewed craftspeople were senior high school graduates. Only their predecessors 
had not gone to school (i.e., C-7). The craftspeople who had gained an undergraduate degree were 
very rare. The researcher only met two of them, namely, C-1 and C-10. C-1 had graduated from 
Education School and C-10 had graduated from the Economic School of the local university in 
Surabaya. C-10 had also enrolled in a Master’s degree but had not finished it because of financial 
constraints. 
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Both C-1 and C-10 had not worked in the glass-bead business when they were young; instead they 
joined glass-bead business later in life, when the glass-bead craft industry had reached its peak. C-1 
came to the village because he married the daughter of the former head of the village. C-10 was the 
only son in his family who stayed in the village and worked in the glass-bead business because he 
had to take care of his mother who suffered serious pain. These two craftspeople applied strategic 
thinking and professionalism to enhance their business. 
C-1 and C-10 explained the difficulties they had faced in encouraging craftspeople to work in a 
cooperative and professional manner, in order to achieve a long-term benefit for the craft industry. 
Although C-1 and C-10 successfully ran their online glass-bead trading, neither were glass-bead-
makers; causing other craftspeople to disregard their suggestions about how to enhance the 
business.  
Most of the craftspeople who worked in the glass-bead business since they were teenagers did not 
continue their study to undergraduate level. The joy of making money through the bead business 
meant that the necessity of a higher degree was questioned. They gained glass-bead business 
knowledge through experience as their predecessors had. The glass-bead profession was taken for 
granted as an inherited craft. The craftspeople also applied their predecessors’ business attitudes. 
When the environment changed rapidly and dynamically, the traditional business attitude was little 
help for survival. Such attitudes relied on face-to-face contact rather than information technology as 
a mode of communication, copying the well-sold products in the market rather than using 
information technology to gain new design insights. The craftspeople also tended to depend on 
already established traders rather than seeking ways to find alternative prospective consumers. 
Another example of unprofessional behaviour was the failure to keep promises regarding time or 
quality. AH expressed his displeasure with some of the craftspeople who did not pay for the 
materials bought in this store in a timely manner. The craftspeople frequently made excuses for 
failing to deliver products on time because of family issues, community events or other issues, which 
were not related to the business. 
As their knowledge was gained only through the experience of interacting with their fellow 
craftspeople, the craftspeople had limited knowledge of business and design strategy or technology. 
One craftsperson, C-2, had a wide business and social network, and was keen to innovate or take a 
risk, and had a long-term plan for a craft business. He had attended international bead conferences a 
few times and had a close relationship with some international bead researchers. He also had close 
interaction with national jewellers and fashion designers. As he was active in local political activities, 
he also had good access to local government. He had been elected as the head of Asosiasi 
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Pengusaha Kerajinan Jombang (The Crafts Owners Association of Jombang/APKJ). C-2 acted as a 
reference for local government who provided funding to enhance the industry. At the time of this 
research project, C-2 had 25 craft-workers and two large art-shops (one in Bali, and the other in the 
village located separately to his two-level house).  
C-2 was among the rare rural craftspeople who had a visionary plan for their business. These findings 
were in line with the argument of Girón et al. (Girón, et al., 2007) and Fillis (Fillis, 2002) that the 
personality of craftspeople, such as their creativity, also influences the progress of their business. 
4.4.2 Materials 
The craftspeople got the materials for making the beads from material stores as well as directly from 
the manufacturing company which processed waste materials. There were two material stores in the 
village. One was owned by C-8, and the other was owned by C-17. Previously, C-8 sold construction 
materials. When the glass-bead business reached its peak in the early 2000s, C-8 added materials for 
making glass-beads in his store (Figure 18). C-17 later opened another glass-bead material store in 
the village. His store was not as large or comprehensive as C-8’s. C-17’s stocked other items which 
were not related to glass-bead-making, such as drinking water. C-17's store sometimes provided 
specific glass-bead materials that C-8 did not provide. 
 
Figure 18: C-8 in his material store 
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C-8’s store provided almost all the basic materials needed for making beads, such as waste glass 
sheets, “Duralex” glass plates, glass colourings, as well as the tools and equipment, such as pliers to 
pull the melted waste glass into a stick, and firebricks (Figure 19). C-8 also provided liquid gas, the 
fuel for melting beads. The price of the liquid gas had also increased steadily in the recent few years, 
caused by the rising cost of production. 
C-8 bought the materials from glass stores in Surabaya or neighbouring towns. He got cheap prices 
as he only bought the unsold glass stock in clearance sales in those stores. The materials for 
colouring beads were gained from leftovers of ceramics colourings. Therefore, C-8 also paid cheap 
prices for colouring materials. 
Besides gaining materials from stores, C-8 got the waste glass from manufacturing companies in 
Surabaya, Jakarta and Tangerang. A truck could bring five tonnes of waste glasses. There were also 
scavengers who sold waste glass regularly to C-8. 
The stock of a particular material such as Duralex glass plate and “frit” powder, was increasingly 
depleted, caused by the costs of those materials increasing significantly. The last time C-8 got 
Duralex glass was three months prior to the interview whereas it usually came monthly. 
Duralex glass was mainly used to get a good colour of bead, while the frit powder was mainly used 
for making replicas of ancient beads. The rare availability of those materials meant that the 
craftspeople could not fulfil orders for products made of those materials. C-4, for example, stated 
that he currently had a big order from a Bali trader, but he could not fulfil the order because he had 
no frit. Among the few craftspeople who had frit was C-5. However, C-5 would not share his material 
nor sell it to his fellow craftspeople for any price. The issue of C-5 being the only craftsperson who 
owned frit was raised frequently during chats with the craftspeople. The craftspeople joked about 
how to get C-5’s frit, and C-5 only laughed. 
      
Figure 19: Glass-bead materials  
Left: Wasted plate glass; Middle: Wasted blue glasses processed into a blue glass stick; Right: Glass sticks 
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The rare availability of particular materials caused the craftspeople to seek alternate ways to get the 
materials, such as on the Internet or contacting glass manufacturing companies. However, as stated 
by C-10, who already tried these methods, the price was very expensive as those materials were not 
waste. C-10 said that he bought a Moretti brand glass root directly from Italy using an online 
transaction in order to produce Venetian-like beads. However, he bought it just to gain insight and 
experience rather than using it for production purposes. 
The craftspeople’s knowledge about the materials had improved significantly with the coming of O-
1, a lover of ancient beads. O-1 was an outsider as he was originally from Borneo. He was an outdoor 
adventurer who loved to interact with Dayak tribes in Borneo. During his interaction with the tribes, 
O-1 found that the beads were considered as sacred and essential in the tribe’s life. Original tribe 
beads were passed down from generation to generation, up to the age of hundred years. O-1 said 
that a few people in the tribes had asked O-1 whether he could provide beads like the original ones 
as the tribe population was growing. The tribe was facing difficulty in providing beads for the new 
generation. 
Hearing that there was a prominent glass-bead craft industry in Jombang, O-1 came to Jombang in 
1997 and collaborated with Jombang craftspeople to produce replicas of ancient beads. The process 
of trial and error took a year, and eventually O-1 managed to find the techniques and materials 
needed to produce replicas of ancient beads with a very similar appearance to the originals. The use 
of particular materials in glass-bead-making such as kaolin17, frit and hydrofluoric acid18, were 
initiated by O-1. Those materials were still in use by the craftspeople at the time of the present 
study. 
Innovations of materials were the result of self-initiated research by a few craftspeople. For 
example, the use of chaff was initiated by C-27. The chaff was needed to avoid the rapidly 
decreasing temperature of a freshly heated bead. Preventing a sudden decrease of temperature 
after a bead was burned, would minimise the possibility of rupture of the bead. Previously, the 
craftspeople could not accept large bead orders as the beads were prone to rupture. Through the 
                                                          
17
 Kaolin is a clay mineral whose chemical characteristic remains static over a wide pH range and offers a high 
quality of coverage when used as a pigment in coated films (https://www.innovateatthiele.com/KaolinUse.asp 
and http://en.wikipedia.org/wiki/Kaolinite). The craftspeople used kaolin to cover a metal stick during the 
bead-heating process, so that the bead could be easily removed afterwards. 
18
 Hydrofluoric acid is a highly corrosive acid, and had a high reactivity towards glass. 
(http://en.wikipedia.or/wiki/Hydrofluoric_acid, accessed on 11 August 2013). Craftspeople used hydrofluoric 
acid to create an ancient look for replicas of ancient beads. 
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invention of the use of chaff, C-27 became the first craftsperson who could accept larger bead 
orders. 
In summary, the craft industry was based on low-cost production materials. The materials were 
purchased cheaply from clearance sales or as the waste materials of a manufacturing company. 
However, the availability of materials and the timing of clearance sales were unpredictable. For 
some of the materials, the prices increased as a result of the depletion of those materials. Missing 
prospective orders because of the unavailability of materials was also unavoidable. Besides the 
increasing price of glass-bead materials because of inconsistent supply, the price of other supporting 
materials such as liquid gas was also increasing annually. Those issues contributed to higher costs in 
glass-bead production. 
The innovation of materials was carried out by the self-initiated efforts of a few innovative 
craftspeople, based on the motivation to reduce costs and the use of their traditional knowledge. 
Although there was a well-educated craftsperson who managed to get materials from an online 
transaction, the price was not affordable to meet the low-cost production requirement. The coming 
of an outsider like O-1, who collaborated intensively with craftspeople, had a significant impact on 
the improvement of the quality and variety of the glass-beads. 
4.4.3 Workstation and Tools 
The craftspeople’s workstations usually consisted of a furnace with a bucket of chaff at the side 
(Figure 20). In the same room, there was a liquid gas tube with 3 kg or 12 kg capacity. The 
craftspeople knew that the placement of the liquid gas near the furnace could cause a fire. However, 
they stated that if they checked the hose regularly, they did not need to worry about it. Moreover, 
no serious accidents had happened so far. They said that placing the liquid gas tube nearby made it 
easier for them to control the fire setting. The other reason was that the default length of the hose 
was too short to be placed further away from the furnace. 
Craftspeople made glass-beads by sitting on small stools (Figure 20). They sat there for six hours a 
day, in a high heat temperature as they faced the fire. The workstations usually were a closed room, 
to enable them to concentrate when making the beads and to keep the process hidden from other 
craftspeople. The closed room caused the temperature of the room to be high. The craftspeople 
often took off their shirts to cope with the heat. The craftspeople used no protector to avoid looking 
directly at the exposed fire. 
The safety and health issues associated with the typical workstations had motivated local institutions 
to design an ergonomic workstation for the local craftspeople (Lestari, 2012; Tamara, 2010). There 
93 
 
were efforts to provide new designs, but less effort had been directed towards the application. The 
ideal workstation designs resulted in high cost product, which was not affordable by the 
craftspeople.  
Previously, the fuel used for glass-bead-making was kerosene. When the kerosene price was no 
longer subsidised by government, its price increased significantly. The craftspeople then changed to 
the use of liquid gas. Nevertheless, the change took a long time. It was C-11 who successfully 
modified the kerosene-based furnace into a liquid gas furnace. C-2 and C-1 had also tried to do so, 
but the result was not as satisfactory as C-11’s. Afterwards, C-1 provided the financial capital for C-
11 to duplicate his invention and sell it to the craftspeople through the association. C-11 made much 
money from the invention as almost all of the rural craftspeople bought C-11’s liquid gas furnace. 
   
Figure 20: Glass-bead craft workstations 
In the glass-bead craft industry, the skill of the glass-bead-maker was the main determinant of the 
quality and quantity of production. Traditional production tools could not accelerate production 
or enhance quality. In a case when a glass-bead-maker had a personal problem which prevented him 
from giving a maximum performance, such as sickness or a bad mood, it would also affect the 
quality and quantity of production. 
In summary, there was a limitation of existing workstation and tools. The limitation not only raised 
safety and health problems, but also affected productivity and consistency. Efforts for improvement 
had been made by outsiders as well as by the craftspeople. However, only the improvements made 
by the craftspeople were likely to be applied. The high cost of the new workstation design was the 
main reason for the reluctance, while work habits were another issue which strengthened the 
unwillingness to apply the new workstation designs. The limitations of the workstation and tools 
meant that the production quality and quantity heavily depended on the skill of the craft-worker. 
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4.4.4 Bargaining Position In Relation To Traders And Designers 
4.4.4.1 Bargaining Position In Relation To Trader 
Some art-shops in the village display “Made-To-Order” (MTO) signs. MTO is a strategy of not 
initiating production until a customer order is received (Gupta & Benjaafar, 2004). The MTO strategy 
is in contrast to the “Made-To-Stock” (MTS) strategy. In the MTS strategy, the producer provides 
standard products and designs finished products. This approach suits capacity planning according to 
demand (Hendry & Kingsman, 1989). The craft-owners interviewed in the present study mostly 
applied MTO, except C-15, C-18 and C-20 who applied MTS. There were also craftspeople such as C-
1, C-2, C-3 who applied both strategies.   
Developing new products using the MTS strategy takes a long time, in order to minimise the risk of 
unsold products, especially in a case of highly variable demand and the short lifecycles of products 
(Gupta & Benjaafar, 2004). On the contrary, there is no lead time for product inventory in the MTO 
approach. Other characteristic of MTO is that the customer designs the finished product while a 
price is agreed before production commences (Hendry & Kingsman, 1989). The MTO strategy puts a 
producer in the position of a manufacturer; therefore, a producer is less influential in deciding the 
finished product compared to the MTS strategy. 
The wide application of MTO in the Jombang glass-bead craft industry began when a few 
craftspeople marketed their products by distributing samples to jewellery traders. Due to the 
increased orders from the jewellery traders, the craft-owners shared work with their fellow 
craftspeople and families in order to fulfil the orders. Some craft-workers later ran their own 
business as they mastered the method of producing glass-beads and gained information about 
traders. The ease of gaining orders from traders, primarily from Bali during the early 2000s, caused 
the craftspeople to tend to apply the MTO strategy.  
Companies that apply the MTO strategy will avoid spending time and resources for product 
development, and aggressively find ways to get orders. Important factors in the MTO strategy are 
selecting products to offer, the timing of production to fulfil orders, and pricing (Dobson & Yano, 
2001). Moreover, the revenue can be predicted before production. The Jombang craftspeople 
preferred to apply the MTO strategy as it gave certainty of revenue before production. On the other 
hand, this system gave the producer less bargaining power in relation to the traders. There were 
situations when traders asked for reductions in the agreed price because of the inconsistency of 
products, failure to create products in accordance with the samples, or failure to deliver products in 
a timely manner. The craftspeople sometimes had to argue with the traders because of these issues. 
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C-4, for example, confessed that he had argued with T-1, a prominent trader in Bali to whom his 
fellow craftspeople usually delivered glass-beads. T-1 asked for lower prices without identifying any 
essential mistake. C-4 thought that it would be better to take his products back rather than accept T-
1’s negotiation of the new lower price. 
Such a situation was an unhappy experience for both a craft-owner and a trader, and then 
usually resulted in the craft-owner no longer receiving an order from that trader. To avoid the loss of 
orders, other craftsperson such as C-11 decided to reproduce products and take rejected products 
back as stock, instead of arguing with the traders. Nevertheless, a decision such as this raised the 
cost of production and reduced revenue. 
“Cheating traders” was another common problem faced by the craftspeople. C-11, C-6 and C-4 
stated that they had been cheated by traders who were reluctant to pay although the products had 
been delivered. The craftspeople easily trusted traders who paid 10% to 20% as down-payment and 
showed a good manner and a strong religious belief, such as reminding the prayer time. Traders 
usually transferred the rest of the payment immediately after the products were delivered, 
nevertheless, there were cheating traders who never paid. C-6 experienced a cheating trader who 
gave him a fictitious address. After waiting for a payment for a long time, C-6 decided to find the 
address, which was located 120 km from the village, in order to ask for payment. C-6 found that it 
was a fictitious address. C-11 also faced a similar experience of failure to meet a cheating trader 
because the trader’s address was located on another island. Similarly, C-4 was not able to contact 
the trader. The craftspeople suffered loss accordingly. Learning from those unpleasant events, the 
craftspeople asked unknown traders to make a full payment. In a case when the products delivered 
did not meet the trader’s desire, the trader asked for half price for the next order. Although it was a 
continuous order, it did not yield significant revenue to the craftspeople.  
As explained earlier, most traders bought loose glass-beads from the craftspeople as materials. The 
traders then re-sold the loose beads or assembled them into finished products. The finished product 
price was much higher than the sum of its material price purchased from the craftspeople. Figure 21 
shows an example of the scheme of relationship among the craftspeople, designers and traders. 
Some traders worked with designers. A designer asked a trader to provide the selected designs of 
beads. A trader alternatively initiated the placing of an order with the craftspeople. When the 
craftspeople stated that they could produce the intended beads, there would be a negotiation about 
the time of delivery and price. The cheaper the price offered by the craftspeople, the more 
possibility that the transaction would succeed. 
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When a craft-owner got an order from a trader, the news spread to other craft-owners. 
Consequently, a number of craft-owners approached the same trader. A trader accordingly had 
many choices. A trader could give offers to a number of craft-owners at once, then compare the 
offered prices. The craftspeople would seek ways to give a low price in order to secure the 
transaction, such by purchasing low price raw materials or minimising profit.  
 
Figure 21: Scheme of relationship among craftspeople, designers, traders and material suppliers in the glass-
bead craft industry 
Some craft-owners, such as C-10 and C-1, sold products through online trading to avoid competing 
with their fellow craftspeople in approaching the same trader. C-10 was able to earn US$ 6,000-
7,000 per month from 2004 to 2005, which was the peak time of his online trading business. C-1 also 
confirmed that he got the highest number of orders during that time although he did not specify the 
value. Nevertheless, the orders had decreased gradually. In 2011, C-10 gained approximately US$ 
5,000 in four months, while C-1 gained about US$ 200-300 per transaction, which did not necessarily 
occur each month. C-1 said he developed a business other than glass-beads in order to secure his 
family income. 
C-1 and C-10 stated that they had also received complaints because of inconsistency or dissimilarity 
of delivered products compared to the sample. A buyer complained to C-1 when he found that C-1 
have given the information of the buyer to other buyers without prior confirmation. The case caused 
the buyer to stop ordering. However, a situation such as this happened rarely. 
97 
 
The craftspeople who applied the MTS strategy had a stronger bargaining position in relation to the 
traders as those craftspeople determined the price, and the craftspeople could swing to 
other traders when the agreed price could not be reached, or could sell in retail to local buyers. 
Nevertheless, having stock needed extra capital and they faced a bigger risk of the products failing to 
sell.   
4.4.4.2 Bargaining Position in Relation to Designer 
The use of the term “design” in the glass-bead craft industry has two meanings: design of beads, and 
design of finished assembled beads as a ready-to-wear products. The designs of the beads were 
made by both the craftspeople and designers (or traders); while the design of the finished products 
was mostly done by the designer. “To design” accordingly has two meanings: to make new shapes of 
glass-beads, and to assemble various beads into new products.  
A direct relationship between craftspeople and designers was rare. One designer who did have a 
direct relationship with the craftspeople was Indonesian designer who lived in Singapore (D-3). She 
visited the site and collaborated with craftspeople to produce new designs. However, the 
collaboration in this case meant that the designer was the decision-maker for the designs and was 
therefore the author of the products. The craftspeople acted as manufacturers to serve the 
designer’s decisions. The potency of the local craftspeople was exploited according to the designer’s 
self-desire.  
The relationship between the craftspeople and designers was not much different to that of the 
craftspeople and traders. The designers had a strong bargaining position and had more choices 
among the craftspeople and could select the ones they preferred working with. Nevertheless, a 
designer selected craftspeople more carefully than a trader. A designer prioritised the product 
quality over the price; therefore, a designer focused on finding craftspeople who could make a 
customised design in a good quality rather than seeking a lower price. The different backgrounds of 
the craftspeople and designers frequently caused misunderstandings. In the case of a complicated 
design, a designer typically had intensive interaction with the craftspeople to ensure that the 
product met the designer’s expectation.  
There were three main products in the glass-bead craft industry: fashion accessories, interior 
decoration, and replicas of ancient beads. Not many designers of fashion accessories or interior 
decoration mentioned that the beads in their design were made by Jombang craftspeople. Mia Gofar 
(2013) was one of the exceptional designers who highlighted it. Information about the maker of the 
glass-beads was rarely revealed. In the case of selling replicas of ancient beads, the information 
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about the maker was even hidden. A trader of replicas of ancient beads would never tell buyers how 
or where they got the products. Information about the maker was less important than information 
about the story of the ancient bead itself. Moreover, the information about the maker contributed 
little to the product’s value as the origin of the maker did not represent the origin of the bead 
design. The craftspeople, for example, produced Kiffa and Chevron beads. Kiffa beads originated 
from Africa (Allen, 1996) while Chevron beads were from Venice (Africa Direct, 2006). 
To summarise, the craftspeople, primarily those who applied the MTO strategy, were in a weaker 
bargaining position in relation to both the traders and designers. Nevertheless, the MTO strategy 
provided a more certain revenue than the MTS approach. The tendency to approach the same trader 
caused the bargaining position to become even lower. Some craftspeople managed to find new 
traders through online trading, but that line of business had also decreased. The weak bargaining 
position of the craftspeople was related not only to pricing, but also to the highlighting of their 
existence, as the identity of the makers remained unrevealed or even hidden. Consumers recognised 
the designer or trader, but not the maker. 
4.5 INTERNAL CONFLICT  
4.5.1 Headhunting Craft-Workers 
There were two types of craftspeople in the Jombang glass-bead craft industry: craft-owners and 
craft-workers (Figure 22). A craft-owner focused on managing the business while a craft-worker 
focused on producing or assembling beads. The numbers of craft-workers in each industry 
fluctuated, depending on the orders. C-3, for example, had twenty workers during a peak season, 
but only three to five during a low season. The craft-workers were usually the craft-owner’s 
neighbours or family members. The craft-workers worked every day except Sunday. However, during 
a peak season the craft-workers frequently had to work overtime. 
Glass-bead craft-workers consisted of a bead-maker and a bead-assembler. Glass-bead-makers were 
usually men, while bead-assemblers were women. The entry barriers to being an assembler were 
low, as even children could help assembling beads. Nevertheless, there were a few products that 
needed complicated assembling; therefore, a skilled bead-assembler was frequently needed. On the 
contrary, being a glass-bead-maker required a special skill. The craftspeople stated that a beginner 
glass-bead-maker needed at least one month to master the consistent production of a simple plain 
bead. Once a craft-worker became an experienced glass-bead-maker, his skill would be valuable. An 
experienced glass-bead-maker was identified by his ability to create complicated beads, in a 
consistent quality and faster than the work of common craft-workers. A glass-bead-maker with 
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common basic abilities worked casually, on a contract basis, and was called a ‘borongan’. During a 
low season, these basic glass-bead-makers were prone to be unemployed. Experienced glass-bead-
makers, on the other hand, worked permanently. Craft-owners, such as C-13, C-2 and C-3, who 
employed permanent craft-workers were rare. Craft-owners who had experienced craft-workers 
would manage to retain their workers by providing continuous work and giving extra payments to 
these craft-workers when needed, and even paying attention to the craft-workers’ family life. 
Nevertheless, there was no guarantee that an experienced glass-bead-maker would not swing to 
another craft-owner. C-1 stated that:  
“Our workers are freelancers. One day he worked for employee A, but another day he might 
work with employee B. It’s because they were not permanent employees. We [craft-owners] 
always try to avoid problems with the workers.”  
 
 
Figure 22: Scheme of type of craftspeople in Jombang glass-bead craft industry 
 
A craft-owner sometimes received a huge order and needed extra craft-workers to fulfil the order. 
When this situation occurred, a craft-owner usually sub-contracted the work to his fellow craft-
owners. The other way to add human resources was to entice an experienced glass-bead-maker, 
regardless of his current employment status, to work with him. When the experienced glass-bead-
maker saw a better payment or incentive, he would move. 
The quitting of an experienced glass-bead-maker caused difficulties for a craft-owner as he must find 
or train another glass-bead-maker to substitute, which took extra time. In addition, the quitting 
worker poised a bigger risk of the spreading of confidential business information to others. However, 
no sanction or compensation could be applied for such disloyalty. 
4.5.2 Copying Mentality  
The researcher found that the products sold in the village art-shops were similar. It was not only the 
loose bead design which was similar, but also the finished product design. For example, mutisalah or 
Craft-workers 
Craft-owner 
Glass-bead 
maker 
Assembler 
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dayak necklaces were easily found at the stores owned by C-1, C-2 and C-6. A bead tree, 
whose design was initiated by C-27, also appeared in the stores owned by C-1 and C-15. In almost 
every art-shop, there were similar designs of necklaces, brooches and bracelets. The craft-owners 
bought finished imported beads from the same wholesaler or combined local glass-beads with 
imported beads in a similar way; this meant there was no significant difference between one art-
shop and another. Nevertheless, each store had a unique product, such as glass rings in C-1’s art-
shop (made by C-11), or glass-beads in a metal wall ornament at C-2’s store. In addition, the quality 
of the products in each store was different. 
As stated earlier, bead designs that originated from other cultures were available in the local stores. 
Kiffa bead, which was originally from Africa, could be found at C-3’s store. C-3 put Kiffa bead in his 
store as left-over of an oversupplied order. As there was no agreement about selling oversupplied 
beads, C-3 confidently put Kiffa products in his store. 
The sale of various bead designs originating from many cultures caused the authentic design of the 
local bead to be questioned. Authenticity in this craft industry did not refer to indigenous heritage 
from craft predecessors; instead, the perception of authentic local beads was created by traders or 
recorded by bead researchers. The craftspeople believed that there were ancient beads found near 
the site, then assumed as authentic local beads. For example, the ancient design of rainbow beads 
was popular among traders and considered to be part of the Majapahit heritage. In fact, the beads 
were also found in Venice (Adhyatman & Arifin, 1993); therefore, the rainbow beads might not an 
authentic local bead nor part of the Majapahit heritage. 
The craftspeople did not pay attention to the origins of bead, nor believe that it was necessary to 
convey a message through the beads. The beads were produced according to prospective markets. A 
sell-well product would be easily copied by the craftspeople. The bead tree design was an example. 
It was first made by C-27; later, C-1 and C-15 managed to make it using a slightly different technique. 
Seeking information about the technique from the person whose work was being copied would be a 
sensitive issue; moreover, it would not necessarily result in a satisfactory answer. Therefore, the 
craftspeople who copied the bead tree design were inspired by C-27’s work but developed their own 
techniques. 
The copying issue was not only about design, but also technique and material. New knowledge 
spread rapidly to other craftspeople due to intensive interaction within the family and 
neighbourhood, primarily through craft-workers. C-11 and C-27 expressed their displeasure about 
this issue. C-11 had experienced copying when he initiated the design of a glass ring. The design 
suRPrisingly sold well in the market. C-11 received a huge order afterwards, but he could not fulfil it 
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as he had a limited capacity. C-11 said that C-2 offered to help, but later accepted glass ring orders 
without passing any revenue to C-11. Craft-owners with strong financial capital and good networks 
would easily gain benefits by reproducing and selling sell-well products while the initiator did not 
necessarily gain the benefit. 
Educated craftspeople, such as C-10 and C-1, were aware of inappropriate attitudes to copying. 
Nevertheless, they confessed that they frequently copied popular designs as well. C-10 said that 
information about who initiated a design and how the design spread was usually unclear. Therefore, 
it was too complicated to ask permission as they did not know exactly who was the initiator. 
The copying issue caused problems not only among the craftspeople, but also with the designers and 
traders. C-3 and C-1 said that traders or designers sometimes asked craftspeople not to reproduce 
designs or sell to other parties. Despite the agreement made by the craft-owner, the craft-workers 
knew the design; therefore, the confidentiality of the information or the promise that the design 
would not be reproduced were hard to guarantee.  
4.5.3 Price Competition 
Price competition occurred when the craftspeople sold products to the same market as their 
colleagues. Bali or Kalimantan were the most popular market destinations for the craftspeople. 
There were significant traders who had been known by the craftspeople for many years. When a 
craftsperson successfully sold products or got orders from a trader, other craftspeople approached 
the same market. The first craftsperson could earn profit worth twice its production cost to the 
trader. As the second craftsperson offered lower prices, the trader would select the second offer. 
Consequently, the profit of the second craftsperson would be lower than the first. Knowing that 
transaction, another craftsperson offered a lower price compared to the second offer. The trader 
would keep selecting the lowest offer, resulting in the least profit that the craftspeople could earn. 
In addition, this competition led to the discontinuation of orders for the previous craftspeople. This 
transaction did not necessarily bring further advantage for the last craftsperson either. As the 
production cost was equal to the price, a craftsperson usually just made the transaction for quick 
revenue. C-1 said: 
“So the competitors are the owners. Sometimes when craftspeople wanted all of their 
products sold out, they set the price below standard so that other competitors may sell less. 
It happens in business. Sometimes, we have a new product item, the item that we design. 
Well, then other owners know. He also produces it exactly the same model but with lower 
price. Well, that kind of rivalry often happens. We hit each other in business. It happens. 
Personally we have a good relationship, but we do not in business.” 
102 
 
The craftspeople who usually tended to sell beads for a low price had low technical skill. Therefore, 
they focused on low-price high-quantity products rather than on high-quality low-quantity products. 
This caused tension with the craftspeople who had high technical skill because an inexperienced 
buyer did not notice or prioritise the better quality of the similarly looking products. 
Another pattern of price competition occurred when a craftsperson failed to deal for a good type of 
bead to a prospective trader. The craftspeople rarely won the arguments with traders who asked for 
a lower price, otherwise, the traders would turn the order over to other craftspeople for a lower 
price. The craftspeople who accepted the offer did not necessarily know that it was a failed 
transaction of his colleague. In this case, the craftspeople negotiated with traders did not aware that 
they took over the opportunity of their fellows to get orders. This situation happened many times 
according to C-4, C-11 and C-6, causing uncomfortable feeling of craftspeople who failed to get 
orders. 
There were intentional and unintentional factors that impacted on price competition in the Jombang 
glass-bead industry. Nevertheless, the problem was mainly caused by the strong bargaining position 
of the trader as the craftspeople targeted the same markets. This situation did not happen to the 
craftspeople who targeted different markets, such as C-4 who sold products in Yogyakarta instead. 
However, finding a new trader required an extra effort and a successful transaction could not be 
guaranteed. 
4.5.4 Lack of Trust and Social Jealousy 
A glass-bead cooperative had been established in the community in the late 1990s, managed by the 
craftspeople. The appointed caretaker was one of the craft-owners. The cooperative aimed to: 
collect products made by members, and offer and distribute them to traders. The cooperative also 
managed orders that came from traders. The cooperative activities enabled the caretaker to 
potentially gain exclusive access to extensive networks and give them the privilege of selecting 
orders. Nevertheless, there was no mechanism to supervise the work of the caretaker. The 
availability of privileges for the caretaker, on the other hand, could create the temptation to 
improve his private business rather than act in the members' best interests. Suspicion unavoidably 
arose that the caretaker selected orders with bigger potential profit for his own business while 
distributing the smaller orders to members. Lack of trust caused the cooperative arrangement to 
end. 
In the mid-2000s, the craftspeople formed another association, called the Asosiasi Pengusaha dan 
Pengrajin Manik-manik dan Asesoris / The Association of Craft-owners and Workers of Beads and 
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Accessories. The first elected head of the APPMA was C-1 and C-27 was the secretary. There were 
113 craft industry members noted as APPMA’s members in 2011. The main activity of the 
association was managing the assistance programs provided by the government or other agencies to 
enhance the industries. Accordingly, the local government would firstly contact the head of the 
association for parties interested in visiting the industry or providing training to the craftspeople. 
“HARLAH” was one of the foremost activities of the APPMA. HARLAH is an abbreviation of “Hari 
Lahir” (Indonesian phrase for a birthday or establishment day). The craftspeople celebrated the 
anniversary of Jombang bead craft industry each June, by attending a fun walk, charity activities and 
exhibition. The celebration ran for one week. HARLAH aimed to honour the initiators of the glass-
bead craft industry. C-1 was the chair for the first HARLAH in 2010, the chair for second HARLAH was 
C-3 (2011), and the third chair was C-2 (2011). The chairmen of the HARLAH events were community 
leaders. 
C-1 hoped that, through the association, the craftspeople could make an agreement about a 
standardised bead price. In regard to the production issue, C-1 argued that the association should 
provide advanced technology for the glass-bead-making process and seek ways to acquire low prices 
for fuel or materials. C-1 reported that he avoided accepting or distributing orders through the 
APPMA due to the sensitive issue of conflict of interest related to the experience of the previous 
cooperation19. C-1 declared that he had managed to get funding for the APPMA by creating 
proposals for submission to government. Nevertheless, the different interests of the craftspeople 
made it difficult for C-1 to formulate programs. 
Despite difficulties in formulating programs, C-1, on behalf of the APPMA, successfully obtained 
funding worth IDR 78 million (equal to US$ 7,800) from the President of the Republic of Indonesia 
(Humas-Pemkab-Jombang, 2008). The funding was aimed at developing a large capacity glass fusing 
machine. However, due to the limited time for formulating the proposal, the proposal was written 
by C-1 and his close colleagues rather than through the APPMA plenary discussion in advance. A 
problem occurred when the funding was successfully achieved. C-1 used the money to develop a 
glass fusing machine as in the proposal, but unfortunately, the machine did not work well. This 
failure raised suspicion in the community about the use of the money. C-15 and C-18, for example, 
expressed their displeasure at the use of the President’s funding to develop a glass fusing machine. 
C-15 suggested that the money should have been distributed to all the craftspeople instead. C-16 
expressed his disagreement with C-1 being the head of APPMA because C-1 did not have the skill to 
                                                          
19
 The previous caretaker was suspected to select orders with bigger potential profit for his own business while 
distributing the smaller orders to members. The caretaker got lack of trust from members accordingly. 
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make beads. C-16 contended that C-1 had limited knowledge of the needs of a glass-bead-maker. 
The situation was worsened when local media exposed the news about the unsuccessful machine in 
such a way as to arouse suspicions. 
Trust in C-1 diminished because of that issue, regardless of his unpaid work for the APPMA. 
Meanwhile, the secretary of the APPMA, C-27, was no longer working as a glass-bead craftsperson. 
C-27 went out of town to work as a construction labourer. Therefore, C-1 was the chair of the 
APPMA without an active secretary. Accordingly, some craftspeople were reluctant to join activities 
organised by C-1, whether on behalf of the APPMA or not. Therefore, C-1 began to invite only his 
close fellows to attend programs, as it was easy and comfortable for him. C-1 stated that his close 
fellows understood his difficulties. On the other hand, the tendency to only invite close fellows in 
those programs led to jealousy. C-15 and C-18 said that C-1 did not involve craftspeople other than 
his group to attend assistance programs provided by the government. C-15 also pointed out the 
many guests who visited C-1's store. She suspected that the visits were influenced by C-1's privileged 
position as the head of the APPMA. C-15 questioned whether the coming of visitors to C-1’s store 
had any benefit for members of the APPMA or only for C-1's own business. 
During a three-year period as the head of the APPMA, C-1 could not do much to run APPMA 
programs as planned. Nevertheless, the community had no plan at the time of the present study to 
elect a new head of the association. The APPMA formally still existed, but the tensions among 
members of the APPMA caused barriers to performing any effective cooperation. 
Portes and Mooney (2002) proposed that there will always be an internal competition in a 
homogeneous community. In the case of the community investigated in the present study, when the 
craftspeople faced a difficult economic situation as a result of saturated markets, changing trends 
and the abundance of cheap imported products, there was an internal competition which weakened 
the social relationships of the craft community. The nature of cohesiveness as a result of the close 
relationships in rural society increased the risk of confidential information about markets and design 
being leaked, which then resulted in unfair practices.  
Some craftspeople carried out unfair practices rather than engaging in innovation to save their 
business because of their limited educational background. On the other hand, craft expertise is a 
synthesis of cognitive, social, technical and aesthetic skills. In order to follow the rapid dynamics of 
the business situation, the craftspeople must have complex skills in areas such as business, design 
and manufacturing. Considering this challenge, collaboration among craftspeople and stakeholders, 
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such as entrepreneurs and professionals in the design, tourism and other sectors, is needed 
(Luutonen, 2007). 
4.6 EXPERT SKILL OF CRAFTSPEOPLE 
The craftspeople classified bead products into three categories. The first category was the replicas of 
ancient beads. The other two categories were based on the difficulty involved in making them. The 
second category was beads which were more easily made, called kromoan. Kromoan bead had a 
solid colour and the price was cheap. The third category was fine beads, called halusan. Halusan 
bead had a pattern. The price of the kromoan beads was as cheap as IDR 2,000 or US$ 0.20 per 100 
beads. According to C-10, there was no artistic value in these beads, as they only had a solid colour. 
So the kromoan beads had the lowest price, while the replicas of ancient bead had the highest. The 
more similar to the original ancient beads, the higher the price of the replicas. The more difficulty in 
making it, the more expensive the product will be. The craftsperson C-10 worked in the fine bead 
class, while C-32 (C-10's friend) worked on replicas. So everyone had his own field of expertise. 
There were specialisations in the craftspeople’s work, such as specialisation in making replicas of 
ancient beads, flower beads, animal beads or mask beads. Not all the craftspeople could make these 
beads because the work required advanced skill in specific techniques, such as using moulds or long 
hours of heating glass. These prominent craftspeople were in a stronger bargaining position to ask 
for a higher price from traders. For these specialised products, a well-established trader or designer 
usually preferred to work with certain craftspeople whose work they could trust. 
There were also craftspeople who avoided approaching traders who already worked with their 
colleagues. These craftspeople, such as C-10 and C-1, sought traders by online marketing. C-10 
stated that he had worked with a US trader (spacetrader.com) for ten years. He also received a 
regular order from Australia. In addition, he sent products to Thailand, Italy, Australia and Japan, as 
written on his wife’s website. C-10 and C-1 explained that they provided a catalogue on their 
website, joined groups in social media or mailing lists, and then distributed the catalogue to the 
members of the groups as well as inviting them to visit his website. C-1 and C-10 stated that they 
recieved many visitors to their websites. However, most of them asked about the beads, and their 
enquiries did not necessarily result in a further serious transaction. Some of them asked for samples 
to be sent. C-1 usually sent samples for free, as long as the customer paid for the cost of delivery. It 
had taken more than 2 years for C-1 to get his first customer from the US through the online 
marketing. The use of waste material and the ability to provide unique customised designs in various 
types were the main strengths of this craft industry.   
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4.7 ASSISTANCE PROGRAMS FOR THE GLASS-BEAD CRAFTSPEOPLE 
The glass-bead craft industry was categorised as a first priority craft industry by the local 
government. Therefore, funding was allocated annually by the local government. Such prioritisation 
was also evidenced by a visit from the President of the Republic of Indonesia to the industry in 2008. 
Local government, local institutions and local agencies have attempted to provide assistance for the 
craft industry, ranging from marketing, management and business, technology enhancement or 
design. In addition, research about the industry has been conducted by local institutions. Table 7 
presents a summary of the programs that have been implemented in the industry.  
Table 7: Types of previous assistance programs provided for the industry 
Field Objective Method of Assistance Program 
Marketing - Explore market opportunities 
- Expand the market 
- Strengthen existing markets 
- Information and support to join national, regional 
or international exhibitions 
- Providing website for online marketing 
- Providing outlets 
- Providing short-term training about innovation and 
promotion strategy (including branding and 
packaging) 
Management 
and Business 
- Enhance professional 
behaviour and management 
skills of craftspeople 
- Providing loans or funding 
- Clustering 
- Support to build cooperation and association 
- Providing short-term business and management 
training, including safety issues 
Technology - Enhance knowledge of the 
production process 
- Improve work effectiveness 
Improve work-safety 
- Excursion to research centre (out of town) 
- Design of ergonomic workstation or new 
technology 
Design - Improve product innovation 
- Improve the value of existing 
design 
- Short-term training in design 
- Design clinics for product diversification 
4.7.1 Marketing  
Marketing was one of the most frequent issues raised by craftspeople. Government and local 
agencies were aware of the craftspeople’s marketing difficulties. Government or local agencies (such 
as local institutions) conducted programs to support the craft industry to find or expand market 
opportunities.  
4.7.1.1 Information and Support to Join National, Regional or International 
Exhibitions 
Big companies such as Bank Mandiri, Jamsostek or Telkom, assisted to promote the industry through 
their corporate social responsibility programs. These companies supported the craftspeople they 
selected to join exhibitions. Meanwhile, the local government through Dekranasda Jombang 
107 
 
provided information and support for the craftspeople to join local, national or international 
exhibitions. The assistance aimed to help the craftspeople distribute their products. Many craft-
owners participated in local exhibitions held annually in Jombang or Surabaya, but it was very rare 
for them to attend national exhibitions, such as INACRAFT. None of the craftspeople had attended 
an international exhibition. Nevertheless, not many of the craftspeople were interested in joining 
exhibitions, because of problems of inclusiveness, limitations of time, human resources, capital and 
samples and risks. 
a. Problem of inclusiveness. Exhibitions were sometimes announced with a week or less notice, 
which was too short a time for the craftspeople to prepare. It was difficult for the person who 
was first contacted by the agency to disseminate the information to the craftspeople as widely as 
possible. Consequently, the first contacted person tended to announce the information only to 
the craftspeople who had a close relationship with him. This situation frequently occurred, and 
caused jealousy among the craftspeople who never got the opportunity to join the exhibition. 
b. Limitations of time and human resources. The craftspeople did not have time to hold a stall at an 
exhibition as some craftspeople ran their own businesses with only one or two craft-workers. 
Craft-owners sometimes had to be directly involved in accelerating production by making glass-
beads, or inspecting a risky process. Therefore, holding a stall at an exhibition was not possible. 
c. Limitation of capital. The craftspeople did not have enough money to pay for the stall rent or 
accommodation, especially if the exhibition was held out of town. In the case when renting a stall 
was free, the accommodation cost was still considered too high. 
d. Limitation of samples or ready-to-sell products. Most of the craftspeople applied the MTO 
strategy. Accordingly, they only had a few samples of products for traders and to show at 
exhibitions. Finished and ready-to-use products for end buyers were limited or even unavailable. 
e. Problem of risk. Although an exhibition could seem attractive, the craftspeople considered that 
selling products through an exhibition contained higher risk of loss (in terms of the expenditure 
needed for accommodation and transportation compared to waiting for orders from traders or 
colleagues on the site). This was especially the case if all the products were not sold at the 
exhibition. 
4.7.1.2 Provide Website to Promote the Industry through Online Marketing 
Another form of assistance to promote the craft industry was provided by TELKOM, an Indonesian 
telecommunications company, which provided a website for the craft industry. Although online 
marketing facilitated global promotion opportunities, the craftspeople did not use it. There were a 
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number of reasons for this reluctance. First, only a few craftspeople were Internet-literate. Most of 
the craftspeople rarely checked or replied to email. Email messaging is commonly used to facilitate 
negotiations in online marketing but did not work efficiently among the craftspeople. Even fewer 
craftspeople could communicate in English. Second, the craftspeople stated that the cost for 
Internet access was too expensive compared to its effectiveness in getting orders. The high cost of 
the Internet connection prevented the craftspeople from accessing the Internet. 
4.7.1.3 Provide Outlets 
The local government allocated one room of a government building as a craft store in Jombang. 
However, C-4 said that the store was too quiet and not many visitors came to it. In addition, the 
buyers who came were from low-income backgrounds, so the craftspeople thought that they were 
not the right target for the local glass-bead products. The other outlet provided by the local 
government and managed by APKJ was located on Jombang-Kertosono Road. It was a busy provincial 
road connecting the two towns. Nevertheless, the craftspeople were disinterested in placing their 
products there because there was no guarantee that their products would be sold. The outlet 
applied consignment20 agreements. Therefore, the craftspeople could not receive any revenue to 
continue producing other products. That is why the craftspeople were also reluctant to put their 
products in other outlets regardless of their popularity, such as in a Kedungdoro craft store owned 
by the provincial government in Surabaya. 
Another reason for the reluctance to put products in a local outlet was the copying issue. C-11 stated 
that he would refuse to put products in the Jombang outlet, regardless of its success, as his products 
would be easily copied by fellow craftspeople. 
4.7.1.4 Short-Term Training in Innovation and Promotion Strategies 
Attempts to enhance the marketing capabilities of the craftspeople were made through the 
provision of short-term training in innovation and promotion strategies, including branding and 
packaging issues. These trainings were organised by the local government, in cooperation with local 
institutions such as the Industrial Design Department of ITS (Surabaya), Ciputra University (Surabaya) 
and Brawijaya University (Malang). 
C-11, C-4, C-13 and C-1 stated that they gained insight from the training, but did not necessarily take 
further action according to the suggestions given by the trainers, due to the problem of applicability, 
priority, or lack of further assistance. The trainers were outsiders who had never come to the site 
                                                          
20
 Consignment: the craftspeople put their product in an outlet without receiving any payment and retaining 
ownership until the products were sold. Any unsold products would be given back to the craftspeople. 
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prior to the training. The trainers provided insights to the craftspeople through presentations and 
short lectures. Successful business cases of large companies or urban craft industries were 
frequently mentioned as examples and references. 
Training frequently raised a problem of inclusiveness in the community. Some training was 
announced by organisers (such as local government, agencies or institutions) with short notice and 
to only a few craftspeople. The spread of information about the training event only could be done in 
a limited time. It led to a situation whereby only a few people who had a close relationship with the 
informant became aware and joined the training. This situation contributed to jealousy among the 
craftspeople. 
Most of the training sessions included a transport allowance as compensation for the lost working 
time due to attending the training. The transport allowance was attractive for the craftspeople as an 
alternate income; consequently, the craftspeople were not necessarily interested in gaining insights 
nor had a self-willingness to learn more. 
Another reason for the ineffectiveness of training was the inappropriateness of the person attending 
the training. In cases when marketing training was attended by craft-workers, the craft-workers 
could not make a strategic decision. A lack of compatibility between the craftspeople’s interest and 
the training topic also resulted in the participant not learning the lessons from the training. The 
craftspeople had different interests. C-1 and C-10, for example, had good skills in management and 
business, while C-1 and C-5 were exceptional in the bead-making process. Meanwhile, C-1’s wife and 
other women craft-workers were more interested in assembling beads. 
4.7.2 Management and Business 
Some financial institutions and private companies (e.g., Jamsostek, Telkom, Bank Mandiri) provided 
loans for selected craftspeople. There was also incidental funding given by the local government to 
the craftspeople’s association. C-5, C-15 and C-18 said that financial aid was essential to support 
them in improving their business, but C-18 stated that he had difficulty to access loans. C-8 
confirmed that a capital loan was needed to enable him to buy stock for his store. 
Nevertheless, C-1, C-11, C-4 and C-10 said that financial capital was not an issue because they 
applied the MTO strategy; therefore, they already received payment prior to the production process. 
On the other hand, getting financial aid could be risky. C-2 and C-3 stated that some craftspeople 
demonstrated a poor attitude towards financial management, such as not calculating production 
cost carefully prior to deal price with trader. They noticed a lack of discipline in using money for the 
craft business. There were occasions when business and family issues unavoidably overlapped as 
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most of the rural craft businesses were family-based businesses. The head of the family, for 
example, was also the owner of the craft business. When the family had a financial issue, they used 
the business loan for family or consumption purposes. In cases where the business situation was 
getting worse, they faced difficulties in paying back the loan. 
Difficulty to pay back loans also occurred because craftspeople were focused on using the loan as a 
source of quick revenue for short-term business purposes, instead of using the loan to invest in a 
future return. When the situation got worse, it was usually too late to anticipate or to take an 
alternate business strategy21.  
4.7.3 Technology Enhancement  
4.7.3.1 Study Excursions  
The local government organised assistance programs to improve the efficiency of the production 
process and enhance the quality and quantity of the product. The glass-bead craft industry relied on 
waste materials; therefore, the production issue focused on finding substitutes for waste materials 
that had become rare. The local government provided funding for ten craftspeople to go to a 
ceramics research centre (Balai Keramik) in Bandung, West Java, which was 600 km out of town. 
During the one week excursion, the craftspeople attended lectures, visited workshops and 
laboratories, and carried out experiments. The study excursions were organised annually, and at the 
time of this research they had been held three times. 
The craftspeople who had participated in the excursion, such as C-11, C-4 and C-5, stated that the 
study tour provided insights, but could not solve the problem of substitute material sources as the 
materials needed for ceramics were slightly different to the materials needed for glass-beads. 
Furthermore, the craftspeople faced difficulty in contacting glass-bead experts for further 
development or experimental purposes. 
                                                          
21
 That is, in the case of a saturated market, when the price gets lower and lower, orders decreased, profit 
margin could not be reached, and products were sold for a low price just for a quick revenue. 
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4.7.3.2 Designing Ergonomic Workstation or New Technology 
Safety and health concerns regarding the typical workstations had motivated the local institution to 
design an ergonomic workstation for the local craftspeople. There were studies about ideal 
workstations with regard to anthropometrical measurements, safety and effectiveness for the 
craftspeople (Lestari, 2012; Tamara, 2010). Nevertheless, the newly designed workstation had not 
been adopted and applied by craftspeople at the time of the present study. The craftspeople stated 
that the cost of the new design was high; therefore, it was not affordable.  
The local institution also developed a glass melting furnace. Despite the promising effectiveness of 
the new tool, the craftspeople were reluctant to use them. There was a researcher from a local 
institution worked with C-1. C-1 decided to put the tool in C-10’s house rather than in a common 
place, for security purposes. C-10, however, did not stay in his house all the time so access to the 
tool was limited. Moreover, the craftspeople who did not have a close relationship with him were 
unlikely to come and use the tool. 
4.7.4 Design 
4.7.4.1 Design Training 
Short-term design training sessions were organised by the local government or local institutions, 
lasting from one to three days. The aim of the training was to diversify products. “Design training” in 
this context usually meant assembling beads into finished products using many techniques, such as 
wire or plastic string. The trainers taught the craftspeople to imitate the trainer’s samples, such as a 
bead bag or different types of accessories made from beads, step-by-step, so the craftspeople could 
follow the trainer’s technique. By the end of the training, the craftspeople had gained insight into 
new techniques of assembling beads. 
No attention was paid in those training sessions to each craftsperson’s individual characteristics. 
Innovation was also set aside because the craftspeople imitated the trainer’s product, which could 
be easily found in the market. Training in such instant knowledge was useful in the short term, but 
made little contribution to the strategic development of the industry.  
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4.7.4.2 Design Clinics for Product Diversification 
There was also a design clinic organised by a local institution. The program was begun by providing a 
huge number of design inspirations collected from websites and design sources for craftspeople. 
This phase aimed to inform the design possibilities to craftspeople. The craftspeople discussed with 
designers the possibilities of producing those designs. Afterwards, the design decision was directed 
by a designer who acted as a design trainer while the craftspeople focused on making it. The 
negotiation and discussion during the production process was mainly about the technique. 
In most cases, the results of the design experiments were exclusive designs for a niche market. The 
craftspeople faced difficulties in reproducing the product because of a lack of access to capital, 
unless there was a trader or middleman who would distribute the exclusive designs by the MTO 
strategy. 
4.8 MAPPING OF DIFFERENT TYPES OF GLASS-BEAD CRAFTSPEOPLE 
An examination of the whole project from the collaborative design learning to the participatory 
action research led to the identification of three types of craftspeople according to their interest and 
orientation. These were the craft-maker, craft designer and craft entrepreneur.  
4.8.1 Craft-Maker 
In this study, a craft-maker was a craftsperson with bead-making skill. Bead-making skills among the 
craftspeople were varied (see Chapter 4, Section 4.1.3). The craft-makers were keen to share ideas, 
demonstrate the glass-bead-making techniques and conduct experiments in treating materials. They 
were proud of their ability to make beads, and this was implicitly visible in their enthusiasm to 
demonstrate their ability to visitors. 
4.8.2 Craft-Entrepreneur  
The craft entrepreneurs in this study fit the profile proposed by Fillis (2002). Fillis characterised a 
craft entrepreneur as a person who takes risks in carrying out their business, and who is proactive in 
the domestic and export markets. Craft entrepreneurs usually have their own brand of business and 
marketing philosophy, and realise the importance of relationships and networking. Being a craft 
entrepreneur implies a passion for business, with a willingness to share ideas and discuss business 
strategies such as finding markets or building cooperation.  
 
Notably, the term “craft entrepreneur” is not related to the person’s position in the craft business. 
Some of the craftspeople in this study were owners of a craft business, but did not necessarily have 
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the characteristics of a craft entrepreneur. Craft entrepreneurs were likely to be enthusiastic in 
discussing topics related to raising the income from their business. They were aware of the “tricks of 
the trade”. Nevertheless, the business skills among this type of craftsperson were varied: some craft 
entrepreneurs had good business skills and wide networks, and were therefore successful in running 
their business; others did not run their business successfully because of limited networks and human 
resources. 
4.8.3 Craft-Designer 
In the present study, the craft designers were keen to make new designs and take innovative steps. 
These craftspeople did not mind spending their time or materials on the development of a new 
product. They enjoyed generating ideas and were brave enough to take a risk in making and selling 
new products. However, it was observed that a craftsperson sometimes enjoyed making a new 
product without any intention to sell it. For example, C-2 was keen to produce a new product as his 
masterpiece for display in his store. This type of craft designer should be categorised as a craft artist, 
since he did not have a market orientation.  
4.8.4 Different Interests of Craftspeople in the Crafts Business  
Table 8 maps the different interests of the glass-bead craftspeople. The top row indicates that all 
people in the box are recognised as craftspeople. The second green and pale green row shows the 
interest of the craftspeople in entrepreneurship. The blue and pale blue boxes in the third row 
indicate the interest of the craftspeople in making beads. The fourth row indicates the interest of 
the craftspeople in designing.  
As shown in Table 8, most of the craftspeople interviewed in this research were interested in 
entrepreneurship and making beads, but they weren’t interested in designing (column B). These 
craftspeople usually started their profession as craft-makers. Based on the knowledge they gained 
about the glass-bead business from their workplace, these craftspeople established and ran their 
own businesses. In a situation where their craft-workers did not turn up for work, these craft 
entrepreneurs simply took over the production tasks of their workers.  
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Table 8: The mapping of different attitudes of the rural glass-bead craftspeople 
 
Some of the craftspeople were only interested in entrepreneurship, and didn’t have any interest in 
designing or making beads (column D). These craftspeople successfully ran their craft businesses. 
They were not previously working as craftspeople but they lived in the neighbourhood of the glass-
bead craft industry and saw the potential of the glass-bead business so they decided to run their 
own business as well. 
In contrast, there were some craftspeople (column F), who were only interested in making beads 
and were not interested in entrepreneurship or designing. These craftspeople registered their 
business names with the APPMA for administrative purposes, but they preferred to accept orders 
from their fellows rather than finding their own market.  
There were only a few craftspeople who were interested in design (columns A and E). C-2 (column A) 
was interested in every aspect of the craft business, namely, entrepreneurship, making beads and 
design. However, this kind of craftsperson was rare. C-11 and C-27 were among the rare 
craftspeople with bead making and design passion. Understandably they weren't interested in taking a 
risk to expand their business, because a small risk could also ruin their livelihood. However, there is also a 
risk of inaction that means their business will slowly decline. The goal of the program was to make 
prototypical small steps to see new possibilities without creating too much risk. Instead, C-11 and C-27 
enjoyed making new designs as part of their creative life-style. For example, when the glass-bead 
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business situation declined, C-27 decided to take a job as labourer on another island rather than 
continue to run his craft business and find ways to save it.  
As well as the local craftspeople, there were also outsiders who had a passion for the glass-bead 
craft business. One of them was D-3 who was a designer who used to come to the village and discuss 
new designs with the craftspeople. The beads would then be created according to her direction. This 
person did not have passion for making beads, but had a good design capability. She produced beads 
with local craftspeople in order to run her own craft business. The other non-local craftspeople who 
had a relationship with the local craft business were design students who currently had no craft 
business or bead-making skill but had design capability. There were no local craftspeople who were 
interested in design only (columns C and G). 
As shown in the table above, some of the craftspeople were not interested in entrepreneurship, 
making beads or designing (column H). However, in many instances they were considered as 
craftspeople, because they were bead weavers, or simply because their family or their jobs were 
related to the craft industry (i.e., keeping a glass-bead store). These craftspeople were often 
involved and participated in training for craftspeople. 
4.9 RECOMMENDATIONS FOR ASSISTANCE PROGRAMS 
Considering the different interests of craftspeople in the craft business, it is important to provide an 
assistance program related to their particular interests as mapped in Table 9. Assistance programs 
related to the enhancement of entrepreneurship skills, such as business and management, will be 
effective for craftspeople who are interested in entrepreneurship (those in columns A, B, C and D). 
Assistance programs to enhance bead-making skills will be effective for craftspeople with a passion 
for bead-making (those in columns A, B, E and F). Assistance programs to enhance design skills will 
be effective for craftspeople with a passion for designing (those in columns A, C, E and G). 
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Table 9: Recommended type of assistance program related to each craftsperson’s interests 
and passion 
CRAFTSPEOPLE 
Craft Entrepreneur Non-Craft Entrepreneur 
Craft-maker Non-craft-maker Craft-maker Non-craft-maker 
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designer 
Non- 
craft 
designer 
Craft 
designer 
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Recommended types of assistance program related to each craftsperson’s passion 
 
In this research, the process of identifying the interests and passions of each craftsperson resulted 
from a long interaction with the craftspeople on a range of different occasions, not only by in-depth 
interviews but also by intensive discussions during community meetings and participation in the 
craftspeople’s daily lives.  
4.10 SUMMARY 
Despite the various programs already conducted for the enhancement of the craft industry, the 
craftspeople reported that government and other agencies should make more effort to supporting 
craftspeople to gain marketing opportunities. Therefore, it is necessary to evaluate the extent to 
which (or in what situation) the previous programs provided by government or local agencies did not 
meet the craftspeople’s expectations. 
The programs for improvements were decided using the top-down approach. The community 
leaders admitted that they had a close relationship with the government agency, which usually 
created a consultancy with the craftspeople to formulate a proposal for an assistance program for 
the industry. However, the detailed planning of the programs was decided by the government 
agency or outsiders. 
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5 Collaborative Design Learning Project 
5.1 INTRODUCTION 
From the interviews, the researcher found that marketing was the most mentioned problem by the 
craftspeople. The decreasing orders and difficulty in finding markets caused agencies22 to prioritise 
marketing programs to assist the business of the craft industries. Nevertheless, the success of 
marketing also depends heavily on the value or innovation of the product. 
Learning from the Homethrown case23 (Torres, 2002), for example, the strategic alliance of craft 
potters to promote pottery products was very successful initially. However, later, the alliance faced 
difficulties in its sustainability. Besides the problems related to group dynamics and management, 
the project manager of the strategic alliance argued that the failure was not because of a lack of 
marketing effort, but because of a lack of product innovation and design. 
Similarly, the glass-bead rural craftspeople stated that their previous market was large and relatively 
easy to find, but then the market became dense, causing a decrease in orders. Such market decline 
was unavoidable due to the stagnancy of the product design. Therefore, the effort to develop new 
and innovative products must be pursued within the craft industry.  
This research considered how the rural craftspeople can produce new innovative products within 
their limitations and difficulties24. Agencies frequently involve designers in assisting crafts industries 
to develop new products, through training or design collaboration. Nevertheless, design training is 
not necessarily effective25. Design has an intrinsic educational value rather than being just an 
instrumental one (Cross, 1982). Knowing “how to” design does not necessarily guarantee that it will 
be applicable to the real context. Cross referred to Peter’s theory of the principal criteria of 
education (Peters, 1965) when emphasising that knowing “what to” is as important as knowing “how 
to” design. Knowing “what” means design as a substance. People who study design will construct 
their own knowledge and, accordingly, will have willingness to gain design skills as they realise that 
design skills are needed to solve problems. Therefore, design training aimed to transfer design skills 
is less effective in improving the design capabilities of craftspeople.  
                                                          
22
 Such agencies are parties that aim to assist craft industries, such as government or other institutions 
23
 See 2.5.4 
24
 See 4.7 
25
 See 2.5.3, 4.7.1.4, and 4.7.4.1 
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The collaboration between craftspeople and designers should not only produce new products, but 
also empower craftspeople to reveal their authenticity. The next section describes the process of 
collaboration between craftspeople and designers, based on an attempt to facilitate the authenticity 
of craftspeople. The present study used a participatory design approach in order to produce 
innovative products that come from the craftspeople’s initiative. This research assumed that the 
craftspeople’s wisdom and knowledge about the material will be sufficient to reveal authenticity. 
There is a lack of literature outlining in detail the process of collaboration between craftspeople and 
designers, from which aspects such as which party takes the initiative in generating designs and how 
both parties reach consensus in the final design could be learnt. This study was expected to fill the 
gap in the literature, especially in the field of participatory design for craft products. 
5.2 PARTICIPANTS 
Participants of the CDL consisted of three parties: a group of craftspeople, design students, and 
professional designers. The craftspeople who attended the CDL were invited by C-1. They were C-4 
C-5, C-6, C-10, C-11 and C-1. They were colleagues of C-1. The initial finding of the contextual inquiry 
indicated that although the craftspeople had an association and lived together in the same site, they 
did not cooperate harmoniously. There was a grouping tendency in the community because of 
differences of vision, interest, family and educational background, and neighbourhood. Tension 
among the groups had obstructed any cooperation programs offered by the association. Involving 
craftspeople from a group who already had a close relationship would be easier than involving 
craftspeople from different groups.  
The design students were four students from a local institution as explained in Chapter 3 (Section 
3.3.2). The professional designers were experienced souvenir designers invited to join the CDL (as 
explained in Section 3.3.4). 
5.3 METHODOLOGY: STEPS OF THE CDL 
There were two main phases of the CDL. The first phase was building a close relationship. The 
second phase was the main process of CDL; it consisted of the initial exploration, discovery pattern, 
feedback or evaluation and design refinement, as shown in Table 10 as follows:  
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Table 10: Phases of the collaborative design learning 
Steps Build a close 
relationship 
Initial 
Exploration 
Discovery 
pattern 
Feedback or 
Evaluation 
Design 
Refinement 
Activities Initial Game, 
Cultural Probes 
Cultural 
Probes, 
Brainstorming, 
Mind Map 
Prototyping 
- Prototyping 1: 
design 
experiments 
in a group  
- Prototyping 2: 
individual 
design 
experiments 
Decide a design 
concept 
Evaluation by 
professional 
designers 
Co-prototyping, 
controlling 
product quality 
The design students and craftspeople needed to interact intensively in order to build a close 
relationship. The CDL was conducted along with the contextual inquiry, when the design students 
lived at the site for one month; therefore, the design students were able to interact intensively with 
the craftspeople during the CDL.  
Trust and willingness to collaborate are essential to foster an effective collaboration. The trust and 
willingness to collaborate can be achieved through a close relationship. Therefore, building a close 
relationship was an essential pre-requisite in order for the project to succeed. 
5.3.1 Initial Game 
The craftspeople and design students did not have a close relationship prior to the project. The 
researcher provided games to get the participants close to each other and make them willing to 
collaborate as a team.  
An initial game was selected based on the purpose of enabling the craftspeople and design students 
to have a closer relationship and overcome any mental block of pessimistic thinking. The game 
selected was a ball game (Parker & Richard P. Kropp, 1992 p.23), because it conveyed an analogy to 
break mental blocks, and build self-confidence and trust. In this game, a player must throw a ball to 
another player while mentioning the name of the intended receiver. Afterwards, the receiver must 
throw the ball to another participant by saying a short sentence containing the names of a player 
who gave the ball and who would receive it. Each participant must have an opportunity to accept 
and throw the ball once, so all players had their turn. This activity must be done as fast as possible. 
The time could be counted only in a perfect round. Any small mistake made by a participant meant 
the game must start again from the beginning. 
Six craftspeople, four design students and the researcher joined the game as a team. Initially, it was 
difficult to perform a perfect round as there were mistakes in mentioning participants’ names. The 
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first perfect round took five minutes. The participants kept playing other rounds trying to break a 
record. Finally, the fastest time recorded was less than 15 seconds. The game created a fun 
situation, breaking the ice among the participants. At the end of the game, all the participants were 
not only able to remember other participants’ name correctly, but also got closer as they had to 
work together to break the time record. The team expressed that they were surprised by their ability 
to reach the quickest time of the game. The game was aimed to be an analogy of going beyond a 
mental block of pessimism. 
5.3.2 Cultural Probes 
The researcher used the cultural probes technique for understanding the potencies, thoughts and 
unique characteristics of the craftspeople. The cultural probes technique was also used for exploring 
ideas of developing design or business through the personal experience of the craftspeople. The 
researcher provided packages for six craftspeople that included maps, a photo album, a camera and 
a diary (Figure 23). 
Maps. Several maps were included in the cultural probes package, along with some questions. The 
craftspeople were asked to give marks on each map according to the questions (Table 11). This 
probe intended to identify the craftspeople’s houses or workplaces on the map, important places for 
the community, the scope of marketing activities, and how the craftspeople got design inspiration. 
A Camera. The craftspeople were asked to take a picture of their house, workplace, or some things 
that were interesting to them (whether they liked or disliked it). 
A Diary. The craftspeople were asked to write down in the diary about their daily activities within 
the last month, including who they interacted with, their relationship with that person, what media 
they interacted with and what they thought about the interaction. The researcher kept the data 
confidential, and stated that it was not going to be shared with their colleagues, unless they stated 
that they did not mind sharing the information. 
A Photo Album. A photo album was used as an additional probe to strengthen the information from 
the other probes. The craftspeople were asked to put in the album any photos related to their glass-
bead business. 
The craftspeople were asked to return the probes within a week. However, after a week, only one 
craftsperson (C-5) did all the tasks while the rest only did a few of the tasks. C-10 and C-1 stated that 
they were too busy to do the tasks. C-6 was confused about the tasks, while C-11 and C-4 said they 
had no idea about how to answer the questions.  
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Table 11: Type of maps and questions for cultural probes 
Provided Picture Questions related to pictures 
1 Zoom in to the Gambang Sub-Village  Where is your house? 
 Where is your workplace?  
 Beside your house, where do you usually 
spend most of your time?  
 Where do you distribute your products?  
 Where do you usually get raw material for 
making glass-beads?  
 Where do usually discuss about your glass-
bead business?  
 According to you, where is the potential 
place to sell your products?  
 Where do you usually get design 
inspiration?  
 Are there any places that people usually 
meet and spend their time together?  
 Other interesting places for you (?) 
2 Zoom out of the Plumbon-Gambang 
Village 
3 Zoom out of the map of the village 
(included Jombang City and Jombang 
Regency)  
4 Zoom out of the map of the village 
(included East Java and Bali 
Province)  
5 Zoom out of the map of the village 
(included Java and Kalimantan 
Island) 
6 Zoom out of the map of the village 
(included Indonesia, Australia and 
other Asian countries around it) 
7 Zoom out of the map of the village, 
(identify the village within the world) 
The time to complete the probes therefore was extended for another week. The researcher also 
offered the assistance of the design students for the craftspeople to complete the probes. Two 
craftspeople, C-4 and C-6, agreed. The design students assisted the two craftspeople to answer 
questions, take photos and mark important places on the map in informal conversations. Each of the 
two craftspeople was assisted by two design students.  
Cultural probes not only provided a better understanding about the glass-bead business of the 
craftspeople, but also strengthened the relationship between the craftspeople and design students. 
The design students did not strictly ask the craftspeople to answer questions according to the task. 
While answering questions, the craftspeople usually shared their stories and experiences. There was 
an informal conversation, rather than an interview. The design students learned more closely about 
the characteristics and lives of the craftspeople.  
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Figure 23: Cultural probes packages 
The cultural probes gave information about the scope of the space and activities of the craftspeople. 
In addition, the commonplaces of interactions, and desires could be identified by the probes. The 
cultural probes enriched the data of the contextual inquiry.  
In this project, cultural probes had two functions: first, to build a close relationship between the 
design students and the craftspeople; and second, to serve as an initial exploration of the design 
development. The cultural probes enabled the design students to understand the background, 
interest and passion of each craftsperson with regard to their works. For example, C-6’s as design 
students noted, interested in flowers. There were flowers in front of his house (Figure 24). This 
finding led to design inspirations for the next phase of the CDL. 
   
Figure 24: Flowers in front of C-6’s house that C-6 stated that he loved these flowers 
5.3.3 Brainstorming-Mind Mapping Session 
The next session of the CDL involved brainstorming-mind mapping. This session aimed to generate 
ideas in a group. The generated ideas were based on function. According to Risatti (Risatti, 2007), in 
order to distinguish craft from art, craft products basically have a function. Nevertheless, craft as a 
hedonic product did not necessarily have to be functional.  
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Referring to the previous experience of the cultural probe activity (see Section 5.3.2), individual 
tasks might not work well due to confusion or reluctance. Warr and O’Neill (2005) argued that, 
theoretically, social creativity should be more productive than individual creativity. The group 
activities in the present study enabled knowledge sharing and minimised the confusion, especially 
for the craftspeople. Moreover, in the context of craft design, visualisation is the easiest way to 
reveal ideas instead of speaking and writing. However, effective techniques to support creativity 
during a co-design process need to be investigated.   
The researcher began the session with a reflection about what was currently happening in the glass-
bead craft industry before conducting a brainstorming session (Figure 25). The researcher asked a 
question about what the main problem of the industry was and how the problem should be solved. 
The researcher put an A2 piece of paper on the wall while the participants were sitting on chairs. The 
researcher divided the paper into two spaces. The left space was for the problem (indicated by a sad 
face symbol), and the right space was for the ideas (indicated by a smiling face symbol). The 
craftspeople easily mentioned problems, such as the limited availability of some types of materials 
and limited tools to create a big bead in a complicated form. The discussion about the limited 
material of “frit” took a long time. The craftspeople believed that the market for antique beads was 
abundant. However, the craftspeople could not serve the market because the leftover frit from 
manufacturers was no longer easily found. The cost of unused frit was considered too expensive for 
the craftspeople. This discussion brought about a pessimistic situation instead of finding new ideas. 
In order to avoid a further pessimistic situation, the researcher asked about the possibilities of 
making products without frit. The researcher tried to turn the problem into ideas. Nevertheless, the 
craftspeople remained silent. There were two possibilities in this situation – either the craftspeople 
had nothing to share, or they were reluctant to share. 
  
Figure 25: Reflection before beginning a brainstorming session 
The researcher encouraged the craftspeople to share ideas by dividing the craftspeople and design 
students into two groups. Each group consisted of three craftspeople and two design students. 
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Downsizing the numbers of people in a discussion enabled a personal situation. The grouping was 
also intended to ensure that every participant’s feeling and expression could be captured. As 
mentioned by Visser, Stappers, Van der Lugt and Sanders (2005), four to six participants in a group 
gives better performance.  
The researcher asked each group to sit around an A2 piece of paper on the floor, instead of sitting 
on the chairs in order to allow flexibility in moving while visualising the ideas on the paper (Figure 
26). The researcher wrote “opportunities for developing Gambang Bead design” in the middle of the 
paper, then asked participants, both the craftspeople and design students, to write their ideas on 
the paper in turns. The craftspeople and design students worked together by drawing and writing 
down their ideas.  
     
Figure 26: Practice mapping by sitting on the floor by group one (left) and group two (right) 
 
Group one consisted of three craftspeople (C-11, C-6 and C-10) and two students (S-2 and S-1). The 
mind map-brainstorming session of group one revealed sixteen alternatives for developing bead 
products as shown in Figure 27.  Initially, the craftspeople mentioned accessories, such as hairpins, 
baskets, bags, slippers, hats and belts. When the design students shared their ideas, a bigger variety 
of ideas came out. New ideas of home interior accessories eventually came, such as a flower pot, 
flower bucket, curtain, dowry jar for the Dayak tribe, mosaic pots, mosaic floors, towels, paintings, 
wall ornaments, calligraphy, photo frame, ashtray and pipes. 
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Figure 27: Result of mapping by group one (C-11, C-6, C-10, S-2 and S-1) 
The mind map-brainstorming session disclosed the interests of each craftsperson. C-11, for example, 
was enthusiastic about making desk or wall ornaments from glass-beads, as he thought he rarely 
saw that product in the current market. Meanwhile, C-6 was consistent in his desire to make flowers 
and leaves from glass-beads. C-10 focused on thinking about reusing the abundance of wasted or 
rejected beads, rather than thinking about the ideas of developing bead products.  
The group eventually decided to make a wall decoration using a butterfly character which they 
called a butterfly bead. The decision was made based on its newness and uniqueness, as well as 
revealing the identity of Jombang. The group wanted to create a product that had not been made by 
the local craftspeople yet. As it would be a pilot project, the group selected the simplest design to 
produce.  
The design students asked the craftspeople questions about the making of the product, in terms of 
forms, material and technique. C-11 and C-6 actively discussed the design and tricks to produce it. 
Meanwhile, C-10 did not seem really interested in discussing the product. Instead, he commented 
about how foreign craftspeople worked, then compared it to the local context. He insisted on 
arguing about how difficult it was for local craftspeople to enhance their business. Although C-10 
was not interested in deciding which product should be made, he expressed that he did not mind 
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whatever the group would make. The group afterwards discussed the detailed planning of making 
the butterfly beads. The group decided to meet at C-11’s house26 the next day for the production.  
Group two consisted of three craftspeople (C-1, C-5 and C-4) and two students (S-3 and S-4). 
Common ideas of bead products for accessories, such as brooches, bag, rings, belt, hats, bags and 
vests, also appeared at the beginning of the brainstorming session of group two. The craftspeople 
revealed more ideas after being provoked by the design students who showed images from design 
sources on the Internet and in magazines. The craftspeople suggested home interior accessories 
such as a candle holder, small jar, flower pots, lamp shade, wall ornament, picture, photo or mirror 
frames, ashtray, tablecloth, curtain, and room partitions as in Figure 28. The craftspeople 
also suggested bead paintings, sculpture, miniatures of xylophone, bonsai, and mosaic as souvenirs.  
 
Figure 28: Result of mapping by group two (C-5, C-4, C-1, S-4, S-3) 
                                                          
26
 C-11’s workstation was located in C-11’s house. 
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The group decided to create a product which could utilise the abundant waste glass-beads derived 
from over-productions or rejected products. The group selected Gambang27 as the main feature, as 
Gambang revealed a story of the main glass-bead craft industry sub-village. The group decided to 
create a souvenir using the Gambang character. They agreed to meet at C-1’s house the next day to 
make the product.  
This session enabled the craftspeople and design students to collaborate in revealing new ideas for 
developing products, techniques and materials, and identifying the unique characteristics of the 
craft industry. Once a participant mentioned an idea, it stimulated the other participants to think 
about the related products or issues. Therefore, the production of a numbers of ideas was achieved. 
In order to overcome technical issues such as the difficulty of making a big bead and limitation of 
materials, the group discussed the possibilities of new techniques, such as assembling small beads to 
create a big product made of beads instead of making a big bead at once. The group also discussed 
the possibility of using roof glaze as a new material. The discussion also identified that the patterned 
glass-bead was the distinguished characteristic of the craft industry. 
This whole activity took about an hour and a half, followed by a conversation to reflect on the results 
of the visualisation. The reflection brought about design issues, as well as techniques, and business 
or community issues. The interaction enriched the understanding about the context of the craft 
industry. 
5.3.4 Prototyping 1: Design Experiment in a Group 
The objective of co-prototyping is to acknowledge the extent to which the craftspeople could treat 
the material. Furthermore, the co-prototyping was intended to know the potential design capability 
of each craftsperson. The researcher conducted the co-prototyping in two sessions. The first design 
experiment was done in groups (Type 1, this section), while the second was done individually (Type 
2, Section 5.3.5).  
Each group consisted of three craftspeople who collaborated with two design students. Each group 
consisted of the same participants as the group in the previous brainstorming-mind mapping 
session. Based on the previous session, each of groups picked up one idea to prototype.  
 
 
                                                          
27
 Gambang was a type of Javanese traditional music instrument which is similar to the xylophone. Gambang 
as the Javanese Xylophone was made from bamboo and wood. Gambang is also the name of the sub-village 
where the craftspeople lived, referred to Gambang folklore in the community. There were many versions of 
stories, however, none of them was popular among the younger local people. 
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5.3.4.1 Group One (C-10, C-6, C-11 collaborated with S-2 and S-1) 
At the agreed time, the two design students, S-2 and S-1, came to C-11’s house (Figure 29). The 
other craftspeople who came was C-6, which was an hour late. C-10 did not come. The design 
students brought some pictures to be shown to the craftspeople as design inspiration. The students 
also created design drawings in 1:1 scale using 2D computer graphic software in order to make the 
preliminary design more representative (Figure 29). The preliminary design drawing was based on 
the discussion the day before, in terms of the shape, the character, the dimension estimation and 
the colour. 
C-11 did not wait for the other craftspeople (C-6 and C-10) who had not arrived yet; he showed the 
students how to produce a flower patterned bead without a hole. Instead of using a metal stick 
encircled with kaolin to hold the bead while it was heated and formed, he used a mould. The mould 
was usually used for producing rings. 
 
Figure 29: Results of experiments made by craftspeople and students comparing the product with the design 
drawing  
At this opportunity, S-1 tried to make beads, but the beads that he made cracked easily. As a 
beginner, he had difficulty in keeping the right pace of rotating the metal stick. C-11 said that it 
needed at least a whole month to master a simple bead consistently, as well as not cracking easily.  
C-11 also showed the students how to produce a leaf-shaped bead, as mentioned by C-6 the day 
before. C-6 was known as a leaf-shaped bead specialist in the community. Nevertheless, C-11 
showed that he could create it. When C-6 arrived, he spent a long time showing his ability to the 
design students in making various types of bead from animal characters, such as a small puppy, fish 
and cat. Then, those beads could be used as a liontin for a necklace. C-6 did not give comments or 
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feedback about the butterfly bead which was discussed the day before. He seemed more interested 
in treating glass on the fire than discussing the selected design as in Figure 30 below.  
 
Figure 30: Situation of design experiment by group one 
Group one spent two hours that day in C-11’s house on the activity. The group decided to arrange 
beads into a base the day after. However, the day after, no craftspeople came to C-11’s house. C-10 
said that he could not come as he was busy, while C-6 also stated that he was busy. C-6 had just 
been elected as a committee for PNPM28, therefore, he had a very limited time for the participatory 
project as he must attend meetings and organise the PNPM program. 
5.3.4.2 Group Two (C-1, C-5, C-4 collaborated with S-3 and S-4) 
C-4 bought a miniature of a wooden xylophone from a local traditional market for IDR 8,000 (equal 
to US$ 0.8). After observing the products, the group agreed with C-1’s suggestion to cover all the 
wooden surfaces with the waste glass-beads using glue (Figure 31). The group discussed the design 
of the pattern of the collage. C-1, S-3 and S-4 selected colours, while C-4 glued beads to the wooden 
miniature of the xylophone. C-5 was passive in this activity; he readily agreed with other people’s 
opinions.  
                                                          
28
 PNPM stands for Program Nasional Pemberdayaan Masyarakat Mandiri/National Poverty Reduction 
Programs, especially using community-based empowerment. http://www.pnpm-mandiri.org/ 
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Figure 31: Making of Gambang souvenir by group two 
When the product was almost finished, C-1 suggested to substitute the wooden surface of the 
xylophone by transparent material, such as acrylic, then add a light inside the xylophone. The light 
would be intended to break through the beads, to produce a sensation of light and beads. The idea 
was hold over to the next day. 
5.3.4.3 Reflections of Design Experiments in Groups 
Despite the benefits of working in a group such as sharing ideas or knowledge among the group 
members, not all of the craftspeople revealed their design potency. The free rider problem was 
found in a form of absence or passive contribution. In group one, C-10 did not attend the design 
experiment session at all. In group two, although all of the members attended the session, C-5 gave 
less contribution. C-5 spoke little, only for agreeing with the ideas suggested by C-1 or C-4.  
A reluctance to share ideas because of different interests was also identified as an obstacle of 
working in a group. In group one, C-6 was no longer interested in continuing to produce the butterfly 
bead idea as it was developed by C-11 while waiting for C-6. C-6 was more interested in making his 
own version instead. Due to the absence of C-10, the product made by group one was the work of C-
11 rather than the work of a group.  
The syndrome of dominance in group work was also found. In group one, C-1 was dominant. The 
position of C-1 as the head of the association, who sometimes gave orders to C-5 or C-4, and the 
host of the place where the design experiment occurred, made C-1’s suggestions easily agreed with 
by others. In group two, C-11 was the host of the design experiment session; therefore, he worked 
freely and gave the most contribution to the group. 
Based on the reflection, the researcher offered the craftspeople the option to work individually 
rather than collectively in a group. The craftspeople accepted the offer, except for C-10 who said 
that he was busy, so he could not attend the individual design experiment session.  
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The pattern of the collaboration changed afterwards, from 3 CP (craftspeople) + 2 DS (design 
students) into 1 CP + 2 DS. A group of two design students worked with two or three craftspeople 
(Figure 32). S-2 and S-1 collaborated with C-6 and C-11 separately, while S-3 and S-4 worked with C-
4, C-1 and C-5.  
 
Figure 32: Pattern of collaboration (the black icon represents a design student, while the blue icon represents a 
craftsperson) 
 
5.3.5 Prototyping 2: Individual Design Experiment 
The individual design experiment consisted of four main steps: initial prototyping, design selection, 
design evaluation, and design refinement. There was no specific instruction for the initial 
experiments. The craftspeople and design students could begin with treating glasses on fire, utilising 
waste glass-beads, mixing with other materials, or anything else. The tasks of the design students 
were to provide sources of design ideas and assist the craftspeople to treat the material if needed. 
The design students were to follow the craftspeople’s idea instead of directing the craftspeople to 
make a certain design.  
Each craftsperson selected a design idea based on his interest. The design students could share their 
ideas, discuss the initial experiments, but the decision should made by the craftsperson. The design 
evaluation afterwards was done through discussion among the craftspeople, design students and 
professional designers who came to the site for a day visit. The professional designers mainly 
evaluated the aesthetics of the product related to the prospective target market, then asked about 
the difficulty of making it in order to estimate the price. The professional designers suggested 
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improvements to increase the possibility of the product’s success in the market. Finally, the 
craftspeople and design students collaborated to create the finished products. 
5.3.5.1 S-1 + S-2 Collaboration with C-6 
Step 1: C-6 made experiments of materials as in Figure 33. C-6 was experienced in making animal 
and flowers; therefore, those products appeared as his first experiments. In this step, the design 
students were involved passively in the collaboration. 
 
Leaves, stuck on a 
wire 
 
No name 
 
Miniature of flower 
pot 
 
Miniature of a teapot 
on top of glass stick 
 
Miniature of an animal on 
top of glass stick 
Figure 33: First result of design experiment by C-6 
Step 2: Among those initial experiments, C-6 was interested in developing the flower and pot 
products further (Figure 34). C-6 showed the reference of his idea to the design students and said he 
intended to create a miniature of flowers in a pot (Figure 33 – Left). The design students assisted C-6 
to arrange bead flowers in a pot. 
 
The metal pot as a reference 
   
The result 
Figure 34: Second development of C-6’s design idea 
Step 3: Professional designers asked about the level of difficulty in making the bead, the time 
needed and the estimation of the production cost. The discussion revealed that making the glass pot 
needed a long time and advanced skill. Otherwise, the pot would be cracked easily or a balanced 
proportion could not be achieved. The cost estimation for both the flower and pot would reach IDR 
25,000 (US$ 2.50) per product. Considering that the production cost was high, it must be sold at a 
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higher price. Professional designers expressed the view that it could be difficult to find a type of 
buyer who would like to spend that amount of money for the design.  
Afterwards, there was a discussion about the characteristics of the material and the identification of 
the criteria for product improvement (Figure 35A). In order to gain quick revenue, the professional 
designer suggested the production of a small product with a low production cost, but in a high 
quantity, while maintaining a flower as the design concept. A quick discussion among the three 
parties (craftsperson, design students and professional designers) resulted in the idea of creating a 
napkin ring (Figure 35B). Next, the design students assisted C-6 to try many types of twisting a wire 
for creating the napkin ring (Figure 35 C & D). 
 
 
  
The discussion 
(A) 
The improvement 
idea as suggested by 
the professional 
designer 
(B) 
Next experiment 1 (C) 
Next experiment 2 
(D) 
Figure 35: Discussion with professional designer for the design improvement 
Step 4: C-6 and design students developed a further type of napkin ring design (Figure 36).  
   
A “Gold Sand” Napkin Ring; 
Based Price/BP
29
: IDR 15,000 (US$1,5) 
each; 
Estimated Price/EP
30
 : IDR 45,000 (US$ 
4,5) each. 
A Blue Flower Napkin Ring; 
BP: IDR 7,500 (US$ 0.75) each; 
EP: IDR 22,500 (US$ 2.25) each. 
A Simple Napkin Ring; 
BP: IDR 2,500 (US$ 0.25) each; 
EP: IDR 7,500 (US$ 0.75) each. 
Figure 36: Finished products of napkin ring designs 
 
 
                                                          
29
 Base price (BP) must be 1.5 to 2.5 times of its material cost.  
30
 Estimated price (EP): The initial price offered to a local trader (for a new product); usually three to five times 
of its base price. 
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5.3.5.2 S-2 + S-1 Collaboration with C-11 
Step 1: C-11 finished the bead butterflies and intended to sell it as a souvenir or plaque (Figure 37). 
C-11 continued the group one design of bead butterflies, as he was the main contributor to the 
design development. C-6 and C-10 did not take it as an issue, as C-10 was not involved in the 
individual design experiment, while C-6 was interested in developing other designs. The design 
students assisted C-11 to create the pattern of bead arrangement by two-dimensional graphic 
design modelling. 
  
Figure 37: Butterfly beads designed by C-11, assisted by design students; BP: IDR 
75,000 (US$ 7.5) ; EP: IDR 225,000 (US$ 22.5) 
C-11 was keen to treat the glass materials on the fire. His advanced skill in treating glass was 
reflected in the first experiments. C-11 made a kitten with circular wings, spiral glass sticks and a 
bonsai tree made by multi-twisting techniques. C-11 made a modified shape of an original kitten into 
a kitten with wings to emphasise his advanced skill, instead of mimicking the kitten shape precisely 
(Figure 38- left). Each of the circular wings had a colourful pattern, and was made in a consistent 
curvature and shape. The next experiment was spiral glass sticks, made by melting the end of the 
glass stick carefully, so it had a circular shape. This experiment was done in order to answer the 
question of the design students who asked whether the glass stick could be treated differently 
instead of just twisting it into a metal stick. The other experiment was twisting different colours of 
glass sticks. Initially, there was no intention to make a bonsai. The idea of making a bonsai came out 
later after a discussion between the design students and C-11. They reflected on the appearance of 
the materials, then C-11 decided to treat the material further into the shape of a bonsai. 
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A little kitten with circular wings in a 
soccer ball-shaped bowl 
Spiral glass sticks 
A bead bonsai made by multi-
twisting techniques 
Figure 38: First result of design experiments by C-11 
Step 2: C-11 was interested in developing the bead bonsai further (Figure 39). He added bead leaves, 
branches and fruits. The diameter of the trunk was 2 cm. It means that it could be categorised as a 
big bead, which needs an advanced skill to make it, otherwise it would crack easily. The making of a 
bead bonsai took one day. 
   
The leaves and branches The added fruit The finished bead bonsai 
Figure 39: Process of making of a bead bonsai by C-11 
Step 3: The professional designers saw that the bead bonsai was a potential product in the market. 
However, the robustness of the bead bonsai must be improved, as the leaves were fragile and easily 
fell off. How to package the bead bonsai was also discussed, in order to avoid damage during the 
delivery. The professional designers also expressed the view that the spiral glass sticks were also 
attractive; they gave an idea of developing the glass sticks into note holders. Meanwhile, the 
professional designers noted that the problems of the little kitten design were its high production 
cost and that it was less appropriate for the target market (teenage kitten lovers). The price of the 
little kitten could be too expensive for the intended target market. On the other hand, the shape of 
the kitten did not represent any popular kittens. Finally, the professional designers gave a suggestion 
for how to improve the plaque design. The bead mosaic could be improved by using wire for 
assembling beads, instead of just gluing it.  
Step 4: Among the products in the initial prototyping, C-11 decided to continue developing the bead 
bonsai and spiral glass sticks (Figure 40). C-11 and the design students collaborated in improving the 
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finished products based on the feedback from the professional designers. The design students 
mainly controlled the finishing process, to ensure every joining was connected smoothly and 
strongly. Lastly, they calculated the production cost and estimated the price of the selected designs 
in the market.  
  
The spiral glass sticks, named “Lolli 
bead”, as note holders;  
BP: IDR 2,000 (US$ 0.2) each; 
EP: IDR 6,000 (US$ 0.6) each 
The bead bonsai; 
BP: IDR 80,000 (US$ 8); 
EP: IDR 300,000 (US$ 30). 
Figure 40: Finished design of Lolli beads and bead bonsai designed by C-11 in collaboration with design 
students 
5.3.5.3 S-4 + S-3 Collaboration with C-4 
Step 1: C-4 interested in utilising unused bead glasses as the result of rejecting beads or over-
production. At that time, C-4 had not received an order for some months, so he had no raw 
materials in his workshop, but he had abundant unused beads. The researcher offered a capital of 
buying the raw materials, but C-4 refused and was interested in utilising unused beads instead.  
The design students and C-4 explored design ideas based on the concept of utilising the beads. The 
design students browsed the references to be discussed with C-4. An artificial bead plant and a 
mosaic were selected by C-4 as pilot projects because those products were easily made. The design 
students then refined the idea of making a bead plant (Figure 45). C-4 also showed a mosaic mirror 
that he had just bought. He expressed an interest in making a mosaic bead mirror (Figure 41). The 
design students and C-4 collaborated on designing the pattern of the bead mosaic. 
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The reference The making of the mosaic bead mirror 
The finished product of the 
mosaic bead mirror 
Figure 41: Mosaic bead mirror as C-4's first experiment 
Step 2: Inspired by the mosaic technique, C-4 had an idea of making “Arjuna”, his favourite wayang31 
(Figure 42) character. Wayang is a popular puppet show in the community. The design students 
assisted C-4 in drawing the character then tracing it on the plywood. They discussed which beads 
would be put on the puppet. 
   
IC assisted in tracing the pattern of 
the puppet on plywood 
The material selection 
The mosaic bead 
puppet 
Figure 42: Process of making the mosaic bead puppet 
Step 3: The professional designers, design students and C-4 discussed how to improve the mosaic 
design. The professional designers contributed ideas of applying beads to an iron framed mirror 
(Figure 43– left). The professional designers also suggested improvements for the finishing of the 
work, in terms of its smoothness and neatness.  
Step 4: C-4 and the design students agreed to develop the idea of a bead mirror using an iron frame. 
They collaborated in making two types, a circular (Figure 43) and rectangular (Figure 44) iron frame 
mirror with beads. Furthermore, they calculated the estimation price and the packaging. 
 
                                                          
31
 Javanese traditional “shadow puppet”; for more information, see: http://en.wikipedia.org/wiki/Wayang 
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Suggestions for design development 
A further development of a bead mirror frame design 
BP: IDR 100,000 (US$ 10); EP: IDR 300,000 (US$30) 
Figure 43: Further development of the bead mirror design (1) 
   
The making of a bead 
mirror frame design 
The finished bead mirror 
frame 
The application of the bead mirror frame in an interior 
BP: IDR 350,000 (US$35); EP: IDR 1,050,000 (US$105) 
Figure 44: Further development of the bead mirror design (2) 
   
An artificial plant made of unused 
beads  
BP: IDR 35,000 (US$ 3.5);  
EP: IDR 105,000 (US$ 10.5) 
The application of the 
bead plant in an interior 
The application of the bead plant 
in an exterior 
Figure 45: Artificial bead plant designed by design students and C-4 
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5.3.5.4 S-4 + S-3 Collaboration with C-5 
Steps 1 and 2: C-5 was interested in designing a pen holder. He made a big bead with colourful 
patterns (Figure 46). He intended to imitate the shape of a bamboo spear. C-5 took 3 hours non-stop 
to make one bead. C-5’s sister created lamp shades from imported beads, assembled by plastic 
strings. The design students contributed less in this initial experiment. They passively watched as C-5 
made the experiment, as C-5 already had his own idea.  
Step 3: The design students, professional designers and C-5 discussed how to improve those 
products. The feedback for the lamp shade products was focused on the extensive use of local 
Borneo beads (Figure 46c) which caused a very high cost of production. The local Borneo-bead used 
by C-5 cost IDR 700 per bead. Approximately 200 Borneo beads were used in the design. 
Nevertheless, the high value of the bead was not exposed much by the design. On the other hand, 
the professional designers suggested that local beads should be exposed instead of fully using 
imported beads for the lamp shade designs (Figure 46 d, e, f). 
    
a and b; Big bead sticks made by C-5, intended to be a pen holder c. A lamp shade, made by 
assembling Borneo beads with 
plastic strings 
 d 
 
E 
 
F 
d, e, f : Lamp shades made from imported beads, created by C-5’s sister 
Figure 46: First design experiments by C-5 
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The professional designers pointed out that the pattern of the beads (Figure 46 a and b) was an 
interesting feature, therefore, it could be kept for further development. The team considered that 
the difficulty of making it caused the high production cost, resulting in a high retail price. The 
professional designers advised that the product should be oriented into exclusive interior 
accessories in order to meet its high production cost and highlight its unique feature. The discussion 
eventually resulted in developing a candle holder using glass-beads, then mixing it with iron 
materials for further development.  
Step 4: The design students assisted in designing the candle holder, including refining the 
dimensions. Attention was placed on the neatness of the product, especially the joining of the iron. 
Finding an iron craftsperson was challenging, as both the design students and C-5 never had 
experience about that previously. The process of finding a local iron worker took a long time. When 
they finally found one, C-5 had to wait his turn, after that person worked with C-4. The production 
cost was high because of the customised design of the iron. The team realised that finding a network 
of iron craftspeople was necessary for further product development. Final prototypes of new candle 
holder designs are as in Figure 47. 
 
The planning  
    
A single candle 
holder made of a big 
bead  
BP: IDR 150,000 
(US$15); 
EP: IDR 500,000 
(US$50) 
A single candle 
holder made of 
a big bead  
BP: IDR 150,000 
(US$15); 
EP: IDR 500,000 
(US$50) 
A triple candle holder 
made of big beads 
BP: IDR 200,000 
(US$20); 
EP: IDR 600,000 
(US$60) 
A detail of beads 
covering the join 
Figure 47 New designs of candle holders 
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5.3.5.5 S-4 + S-3 Collaboration with C-1 
Steps 1 and 2: C-1 and the design students discussed what products could be developed as first 
experiments. C-1 had experience in making beads from resin instead of glass. The design students 
did not get involved much in this first experiment, except for browsing and suggesting design ideas. 
C-1 created the products (Figure 48 and Figure 49) assisted by his craft-worker. 
    
a. Beads on 
the ends of 
key holder 
b. Beads inside the resin c. Bead mosaic using resin as 
the medium 
d. A name card and pen 
holder made from 
mosaic beads inside the 
resin 
Figure 48: C-1's first experiment of developing beads based on utilising unused beads, using resin as a medium 
    
a. The flying bee, using 
local glass-beads combined 
with imported beads, then 
weaved into bee shape 
b. A pen holder, mixing 
glass-bead with a coconut 
shell 
c. Arranging 
local glass-beads 
as ornament of a 
key holder 
d. A candy bowl made of a coconut 
shell, with beads as ornaments for 
buffering the bowl 
Figure 49: C-1's other experiment of developing beads based on weaving unused beads 
Step 3: The discussion among the professional designers, design students and C-1 about the first 
experiments was mainly about maximising the design by mixing beads and resin. The professional 
designers suggested consideration of the use of big, mask and Borneo beads carefully as the cost of 
those beads were high, therefore, the product should expose those beads as the focus of interest. 
Otherwise the high value of big, mask and Borneo beads were not noticed by the viewer (Figure 49 
b, c, d). The discussion also brought about ideas to improve the flying bee design (Figure 52a), by 
replacing the untidy wiring ties with stronger wires. The strategy to sell the flying bee design was 
also discussed.  
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Step 4: C-1 and his workers, along with the design students, made further experiments of developing 
design as in Figure 50 and 51. The design students were involved in ensuring that the process of 
making products was done carefully and neatly, in terms of measuring, gluing and weaving. The 
quality of the product was the main focus of the design students.  
 
Figure 50: Sketches of developing the design by putting beads inside resin 
    
Beads were weaved in a 
plastic string encircling 
a glass cup 
The beads were cast by resin 
in a rounded box shape 
Another experiment 
of casting beads by 
resin 
The finished design 
(IDR 25,000, base price: IDR 35-
40,000) 
Figure 51: Design development of a candle holder made from beads cast by resin 
  
The improved design of flying bees (12 bees in a 
packet of flying bee beads) 
BP: IDR 25,000 (US$ 2.5) per package; 
EP: IDR 100,000 (US$ 10) per package 
The detail of the flying bee design 
Figure 52: Design development of the flying bee 
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5.4 ANALYSIS OF THE CDL USING PARTICIPATORY DESIGN METHOD 
5.4.1 The Pattern of Collaboration and the Role of Designers  
The detailed activities of the collaboration during the design development process are summarised 
in Table 12 while the pattern of the collaboration is shown in Table 11. As the summary shows, 
sessions were organised during the initial exploration step. Unlike the previous cooperation between 
the craftspeople and designers, in this collaboration the craftspeople took the decisions of the 
design concept. The design students provided assistance if necessary. The five cases of individual 
design development experiments indicated that the design students mainly assisted the craftspeople 
in providing design ideas and visualising the design ideas, rather than directing the final design. The 
summary also shows the minimal involvement of the professional designers in the collaboration. The 
professional designers were involved only during the feedback or evaluation stage. Despite the 
minimum involvement of the professional designers, their views of the products’ marketability 
increased the quality of the design. The design refinement stage posed a continuous interaction 
between the craftspeople and design students to ensure the quality of the product met the criteria 
of a marketable product, as suggested by the professional designers. 
The intervention of the design students and professional designers in the development of the 
products not only enhanced the quality of the craft product, but also enabled the knowledge-sharing 
activity through a real project. The craftspeople provided insights into treating the material, while 
the designers provided design ideas and insights about aesthetical values such as proportion and 
colour composition.  
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Table 12: Detailed activities of craftspeople, design students and professional designers in the CDL project 
 Craftspeople Design Students Professional Designers 
Initial 
Exploration 
Individual cultural probes: 
Answering questions  
Individual cultural probes:  
Interviewing 
Assisting craftspeople to do 
the activity 
Understanding craftspeople’s 
backgrounds 
Identifying a potential interest 
 
Mind map-brainstorming session in a group: 
Generating ideas 
 
Individual preliminary 
prototyping 
(Treat material 
independently, according the 
interest of each craft person) 
Assist in providing design 
sources (only if necessary, 
without intention to direct the 
design concept) 
 
Discovery 
Pattern: 
Design Concept 
Decide a design concept: 
- Utilising unused bead (C-
4/C-1) 
- Mixing material (C-1-with 
resin) 
- Exposing a specific material 
treatment (C-11/C-5) 
- Exposing a specific form (C-
6) 
Assist craftspeople to 
clarify/focus the design 
concept (when necessary) by 
providing sketches or digital 
modelling 
 
Feedback / 
Evaluation 
Explain: 
- the design concept 
- the difficulties of production 
- the estimation of 
production cost 
- the estimation of 
production capacity 
Give any necessary assistance 
to mediate between the 
professional designer and 
craftspeople: 
a. To craftspeople: Ensure that 
craftspeople understand 
when the professional 
designer explained about the 
marketability of the product; 
b. To professional designer:  
 Explain to the professional 
designer about the design 
concept and background of 
the craftspeople  
Discuss the possibilities of 
design development either 
with professional designer or 
craftspeople 
- Evaluate the 
marketability of product 
(the product’s possibility to 
stimulate consumer’s 
desire), including examining 
the possible target market 
- Review production 
cost, to ensure that the 
price will meet the rational 
price for the target market 
- Suggest design 
development, based on the 
design concept proposed by 
the craftspeople 
Design 
Refinement 
Revise the design by treating 
the material, together with 
design students 
- Co-prototyping: especially 
when mixing material was 
needed (such as in C-4/C-5 
case) 
- Controlling the quality of 
product by being involved in 
the finishing process, in terms 
of: proportion, colour 
combination, strength, 
neatness 
 
145 
 
The initial exploration consisted of cultural probes, mind map-brainstorming and preliminary 
prototyping sessions. In the cultural probes session, the design students initiated interviews with the 
craftspeople based on the questions in the cultural probes. In this case, the design students worked 
“on” the craftspeople, because the craftspeople were the “object of research” (McTaggart, 1991). 
The design students studied the process and background of the craftspeople as well as identified the 
potential interest. In the subsequent sessions; brainstorming, mind-mapping and experiments, the 
design students and craftspeople worked together. These sessions were helpful in initiating a 
collaborative project. The scheme of the collaboration could be done iteratively. 
5.4.2 The Different Potential of Craftspeople  
The collaborative design learning activities indicated that designing individually was more effective 
than designing in a group. The design students were not the craftspeople’s competitors; accordingly, 
the craftspeople were more free to discuss any issues such as the technique and target market, as 
the craftspeople did not need to worry about the copying of their ideas or the leaking of 
information. 
The previous cooperation between the craftspeople and designers positioned the designers as the 
decision-makers of the design concept and end design. This approach provided less enhancement of 
the craftspeople’s creativity and design skill because the craftspeople would only focus on the 
making of a product as directed by the designer.  
This collaboration allowed the craftspeople to develop design from the early phase of the design 
process, while the designers followed the interest of each craftsperson, as shown in Table 13. This 
collaboration allowed construction of knowledge of both parties, like what Berqvist called by “an 
inductive mode of learning” (Bergqvist, 1990 cited in Ekström, Lindwall, & Säljö, 2009). Nevertheless, 
this approach required the involvement of an experienced professional designer. This approach also 
needed a longer time for the initiation process, intensive discussion and developing design through 
treating materials. Moreover, the in-situ collaboration allowed the comprehensive understanding of 
the context.  
Through the individual interaction, the unique potential of each craftsperson could be identified. The 
way each craftsperson created designs was different, depending on their previous experience and 
their passion. C-1 and C-4 focused on utilising unused beads. This tendency reflected their 
characteristics as “craft-entrepreneur” 32, who put emphasis on the management issue. However,   
                                                          
32
 See Section 7.5 
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C-1 and C-4 proposed different treatments of the unused bead. C-1 used resin, because he was 
experienced in making resin (he was the only craftsperson in the village who developed resin beads).  
Table 13: Pattern of the CDL project 
 Craftspeople Design Students Professional Designers 
Initial 
Exploration 
Cultural Probes Session 
                                          
Craftspeople gave information to design students 
 
Mind Map-Brainstorming Session 
                                          
Craftspeople and design students worked together 
 
Individual Preliminary Design Prototyping 
                                          
Design students assisted in providing design sources (if 
necessary) 
 
Discovery 
Pattern: 
Design 
Concept 
Decide a Design Concept 
                                          
Design students assisted in focusing the design concept (if 
necessary) 
 
Feedback / 
Evaluation 
Design Evaluation 
                                                                                  
 
 
Professional designers gave feedback about the design to craftspeople 
Design students mediated between the craftspeople and professional designers  
Design students discussed the possibilities of design development either with the 
professional designer or craftspeople 
Design 
Refinement 
Re-Prototyping / Design Refinement 
                                          
Craftspeople refined the design with design students, to 
produce a good quality of product  
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Meanwhile, C-4 initially had no idea about how to utilise the beads. Through the collaboration with 
the design students in exploring design ideas, C-4 developed the mosaic technique and mixed beads 
with an iron frame.  
On the other hand, C-5 and C-11 were more interested in treating glass sticks on fire. The other 
craftsperson, C-6 was also interested in treating material like C-5 and C-11, but he focused on 
developing flowers, because he liked flowers. This tendency reflected their characteristics as “craft-
makers”33. However, among these craft-makers, C-11 was the only craftsperson who had a strong 
initiative in design. Most of his preliminary design ideas were similar to the end product. This talent 
reflected C-11’s characteristics as a “craft designer”34. 
Giving the design concept decision to the craftspeople (rather than being directed by designers) 
enabled the emergence of new and unpredictable designs, such as the design of the bead bonsai 
created by C-11. This achievement did not necessarily come through sketching. The design was a 
result of the advanced skill of the craftsperson, supported by the intervention of designers to 
enhance the quality of the design. In enhancing the design value, the designer considered the 
interest of the craftspeople. Nevertheless, such ability needed much experience. Therefore, in this 
case, the design students were supported by the professional designers. 
5.4.3 Designing by Making 
As already mentioned, designers mainly work by drawing, while craftspeople work by making. In the 
idea generation phase of this collaboration, both craftspeople and designers were asked to generate 
ideas using mind map-brainstorming techniques through sketches to express their ideas. This phase 
did not give any clues about innovative products; nevertheless, the mind map-brainstorming session 
was useful to provoke the craftspeople and design student to think about the new products. 
In fact, the craftspeople did not necessarily use the results of the mind map-brainstorming session or 
imageries provided by the design students for their product development process. The innovation 
process was mainly influenced by the ideas that arose from the intensive interaction between the 
craftspeople and the design students in each workshop. 
In the case of collaborative design learning with C-11, for example, the design students initially gave 
images of hand-sketches and digital design as design ideas for C-11. Nevertheless, the design result 
(the butterfly plaque) did not represent the outstanding craftsmanship capacity of C-11. A new 
product that represented C-11’s craftsmanship (the bonsai tree) was gained from idea generation 
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through treating the material. It began when the design students learned about the glass-bead-
making technique in C-11’s workshop; then they asked questions about the technique such as how 
to treat a glass stick into a glass-bead. While C-11 demonstrated the technique, the design student 
asked whether the glass stick could be formed into a spiral shape. C-11 was keen to answer the 
question by experiment, which resulted in a spiral glass-bead as shown in Figure 38 (middle). 
Furthermore, the design student asked about the extent to which the glass stick could be twisted. C-
11 made a further treatment, and the result was as shown in Figure 39. The design of the bonsai tree 
was not initiated from a sketch, instead, the design was the result of material treatment followed by 
reflection. CDL through prototyping or material experiment lead to an unexpected result which 
could not necessarily have been gained through sketching or digital design. 
This finding indicated that the craft approach is different from the design approach in pursuing 
innovation. It confirms the craft theory such as put forward by Rowley (1997) who stated that craft is 
a "medium - designated" practice. If a designer thinks and generates ideas through drawing and 
images, craftspeople do it by directly treating material. As stated by Adamson (2007), craft is a way 
of thinking through practices of all kinds. The dynamic of learning and understanding of craft 
material is achieved through experience (Gray & Burnett, 2009). 
In collaboration between a designer and craftsperson, it is important for the designer to know in 
advance how the craftsperson, to whom the designer will collaborate, works. An understanding of 
basic techniques of processing material is essential, then innovation can be generated through a 
collaborative experiment with craftspeople, to create breakthroughs of material processing 
techniques. 
It should not be mistakenly understood that a designer must have craftsmanship. Conversely, a 
designer does not necessarily need to have craftsmanship, but needs to interact with craftspeople to 
learn about material treatment from them, as the first step of the collaborative process. The 
importance of the interaction between the craftspeople and designer is to figure out the uniqueness 
or the authenticity of the craftsperson.  
The designer’s lack of knowledge about material is an advantage, in terms of enriching the 
exploration possibilities, as the designer has not yet been trapped by common ways of treating 
material. The designer’s “distance” with material enables critical thinking about material processing. 
Similarly, but in a different context, Bratteteig and Wagner (2012) found that participants who had 
professional or emotional distance from the object of study were more explorative.  
The intensive questioning of “why” by the designers during the material treatment in the initial 
phase of collaboration enables the emergence of ideas of new techniques of treating material. When 
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learning about material treatment from a craftsperson, the design student did not act as a trainee 
who should follow instructions of treating the material as suggested by the craftsperson. Instead, 
the design student kept asking about other possible ways to treat the material, in order to pursue 
innovation. 
Nimkulrat (2010) stated that craft is not only a way of making things by hand, but also a way of 
thinking through the hand when manipulating a material. This type of collaboration shows how 
designers can follow craftspeople’s ways of working and thinking. Instead of providing sheets of 
sketch designs to craftspeople, the designers in the present study were learning together with 
craftspeople. Authorship of design was owned by the craftspeople, together with the designers. 
Therefore, the model of collaborative design learning in this research was an “empowering” 
collaboration. 
5.4.4 Co-Evolution of Design and In-Situ Collaboration 
The process of co-evolution in design as described by Dorst and Cross (2001) occurred in this case. 
Dorst and Cross proposed co-evolution of design35, which happens because of the changing 
understanding of problems. Although the design cases in this project were not related to utilitarian-
based problems, since the product being designed was a hedonic product, there was a process of co-
evolution of design. Hedonic product may still have simple functions, but people buy them because 
of their emotional and decorative value rather than an innovative function. Napkin rings are bought 
because of their appearance rather than an innovative function. For example, C-6 initially intended 
to make a flower vase souvenir but then through an intensive discussion and reflection on the 
material’s characteristics, the craftsperson’s interest, marketability, and production cost, the initial 
idea of the flower vase evolved into a napkin ring.  
The co-evolution of design was a result of knowledge sharing between the craftspeople and 
designers in the collaboration. In a study about the learning experience related to sloyd (craft) 
between teacher and student, Ekstrom et al. (2009) contended that effective knowledge sharing 
happens by spontaneous conversation and questioning. In this case, we found that spontaneous 
conversation and questioning between the craftspeople and design students significantly improved 
the knowledge sharing opportunity. The different backgrounds of the craftspeople and design 
student caused different understandings and perspectives about the craft design. The craftspeople 
had less knowledge about design, while the design students had less knowledge about the material 
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and its treatment. Nevertheless, in-situ collaboration minimised the gap of understanding between 
the two parties.  
Knowledge about how a material constructs an artifact is not necessarily available in words or 
illustrations, therefore, Rowley (1997) suggested that craft practitioners are required to perform 
individual practices and observation while working with the material. Accordingly, we argue that in-
situ design collaboration significantly improves the knowledge sharing and design development 
process. Collaboration through distance learning, such as reported by Perivoliotis-Chryssovergis 
(2007), in this case would minimise the possibility of intense conversation and increase the chances 
of miscommunications, which in turn would hamper the process of knowledge sharing and product 
development to create innovation. 
5.4.5 The Role of Designers 
5.4.5.1 The Role of the Design Students 
In this model of collaboration, the design students had roles as partners, provocateurs, assistants, 
mediators and evaluators for the craftspeople. In the early process of collaboration, the design 
students interacted intensively and were involved in the craftspeople’s daily activities, especially in 
the craftspeople’s workshops. The design students acted as partners in order to understand the 
craftspeople’s background and identify the interest of each craftsperson.  
In the next step of the collaboration, the design students assisted the craftspeople to generate ideas 
by asking about possible ways to treat material, assisting the craftspeople to clarify or focus the 
design concept (when necessary) by providing sketches or digital modelling without an intention to 
direct the design concept.  
In the collaboration among the craftspeople, design students and professional designers, the design 
student was a mediator between the craftspeople and the professional designers. A deep 
understanding about craftspeople’s lives and expertise through intensive interaction with 
craftspeople was essential information for professional designers, who aimed to assist in the 
evaluation and development of a design based on the craftspeople’s interest. However, professional 
designers had a limitation of time which made it difficult for them to have intensive interaction with 
the craftspeople. Therefore, the design students became a “bridge” between the professional 
designers and the craftspeople. The design students could raise additional important information 
during discussions between the three parties which was not necessarily expressed by the 
craftspeople. Not all the craftspeople had good communication skills with which to express their 
work, life and interests.  
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Besides a mediator, in order to ensure that the final result was good quality, the design student 
worked as a quality controller. The craftspeople who tried to treat the material differently from the 
usual treatment had an intensive discussion with the design students to achieve the best result. 
Therefore, the design students and craftspeople (such as C-5, C-4, C-1 and C-6) performed co-
prototyping. In the case of C-11, the design students were not involved in the prototyping, as the 
whole process was done by C-11. However, the design students followed the process of prototyping 
and gave feedback, mainly about proportion, colour combination, strength and neatness. 
This model of collaboration is similar to the full-partner model proposed by Candy and Edmonds 
(2002)36. In this case, the design students were similar to the artist, while the craftspeople were 
similar to the technologist, considering their capacity of making things. However, in this case, the 
conception was initiated by the craftspeople, while the designer followed the craftspeople’s 
initiative. Table 14 shows the involvement of the parties in the full-partner model of collaboration.  
Table 14: Full-partner model of collaboration between designer and craftspeople (adapted from Candy & 
Edmonds, 2002) 
 Designer Craftspeople 
Conception   
Construction   
Evaluation   
 
5.4.5.2 The Role of the Professional Designers 
The role of the designer was mainly evaluating the marketability of the product, in terms of the 
potential of the product to stimulate consumers’ desire. Through a long experience of working in a 
similar field (urban craft), the professional designers had expertise and intuition to evaluate the 
product’s marketability. Accordingly, the professional designers also suggested design development 
ideas to increase product’s retail value, but based on the design concept proposed by the 
craftspeople (Figure 53). 
Loosely directed  Tightly directed 
 
Designer lets craftspeople  
design freely without 
assistance  
 
Designer fosters design 
capability of the craftsperson, 
based on the interests of the 
craftsperson 
Designer directs design to 
craftsperson, 
ignores craftspeople’s interest 
Figure 53: Degree of direction in design collaboration between designer and craftsperson 
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In this collaboration, the target market of the product was not necessarily decided in advance. After 
treating the materials, the professional designers, craftspeople and design students reflected on the 
results, then discussed the possible target market. The professional designers also had an important 
role in reminding the team about the production cost compared to the product value. They 
evaluated the price for the target market considering the effort of the craftspeople in the 
production. Nevertheless, the professional designers’ feedback needed to be validated through trial-
and-error in the marketing effort. 
5.5 PARTICIPATORY DESIGN FOR HEDONIC PRODUCT 
Participatory design projects are widely used for designing a functional product or application. The 
design of functional product or application involves user participation. Users are considered experts 
in their contexts of use, so participants can assist in foreseeing what new products might be useful. 
The involvement of users can ensure that functions of new designs are in accordance with the 
wishes of the user.   
As its roots come from IT, participatory design initially focused on end-users in a workplace. 
Participatory design is no longer solely concerned with end-users in a workplace, but also with 
leisure and pleasurable engagement. There is also a reorientation from democracy at work to 
democratic innovation (Björgvinsson, Ehn, & Hillgren, 2010). This research explores the use of 
participatory design for pleasure engagement of hedonic products, which are different from 
utilitarian-based design projects. 
Designing for pleasure demands a different approach from designing for functional goals (Gaver, 
Boucher, Pennington, & Walker, 2004). Designing hedonic products requires creativity as a basic 
requirement and emphasises creativity more than usability. The function is not the main goal of the 
product. A hedonic product is not necessarily needed by a consumer. Nevertheless, the value of a 
hedonic product, such as the aesthetic, historical or experiential value, must attract the consumer to 
possess it. Those values reflect emotional value, which is beyond the functional value. 
A functional product is designed for a user, while a hedonic product is designed for a consumer. 
Designing a functional product or application aims at fulfilling the user’s need; while designing a 
hedonic product aims at stimulating the desire of consumer to buy the product. The success of 
designing a hedonic product is not based on the extent to which a product fulfils the needs of the 
consumer, but on its ability to be meaningful for the consumer. Therefore, empowering the 
producer to stimulate the consumer’s desire is the focus of a participatory project for hedonic 
153 
 
products. Table 15 shows the comparison between participatory design for functional and hedonic 
product. 
There are a number of studies about hedonic products. Those studies have investigated the criteria 
of attractive products. Other studies have examined the motivation of a buyer when purchasing a 
product. The present research examined the producers of a hedonic product, rather than 
investigating the product or the buyer. In the case of empowering rural craftspeople, it is important 
to foster and nurture the creativity of the craftspeople as the producer. The limitation of the 
craftspeople to produce creative products can cause stagnancy in the craft design. This research 
used the participatory design approach to enhance the creativity of the craftspeople in designing 
craft, as a hedonic product. The participatory design was conducted between craftspeople and 
designers in a CDL project. This project addressed a community of interest to participate in design 
and development research by focusing on producers and aspects of power.  
Table 15: Comparison between participatory design for functional and hedonic products 
Participatory Design for  
Functional Product  
Participatory Design for  
Hedonic Product  
The optimum function (according to 
user’s need) is the main goal  
The function is not necessarily the main goal; therefore, 
there is no “work procedure” that must be investigated 
The design is intended for the user The design is intended for the consumer 
The user is defined (in the early design 
process)  
The consumer is not necessarily defined (in the early 
design process)  
Fulfils the NEEDS Creates the DESIRE 
A definite user reveals the NEEDS A definite producer reveals products that urge 
consumers to buy 
The designer accesses the needs of 
the user 
The designer creates the desire of consumer (to buy) 
Aims at empowering USER  Aims at empowering the PRODUCER  
5.6 SUMMARY 
We proposed a model of collaboration between the craftspeople and designers, using collaborative 
design learning. This model fills a gap in the participatory design field in regard to hedonic products. 
In addition, this research will enrich the literature in participatory innovation (Buur & Matthews, 
2008) as it showed that the integrative approaches of design anthropology, participatory design and 
market orientation can enable the process of participatory innovation.  
Design collaboration between designers and craftspeople is another approach to pursuing 
innovative products for craft industries. However, when the designer is an initiator and decision-
maker, while craftspeople are merely the makers, the craftspeople will have no authorship of the 
154 
 
design. Therefore, this model of collaboration makes less contribution to the empowerment of 
craftspeople.  
The effective collaboration between craftspeople and designers occurs only when both parties have 
a strong willingness to collaborate. Designers carefully select craftspeople to work with, as the 
craftspeople must be able to serve the designer’s desire. Designers prefer persistent craftspeople 
who have a willingness to try new techniques. Not all craftspeople are happy to work with designers 
because of the poor attitude of some designers, such as being self-centred, seeing themselves as 
superior (Tung & Chen, 2013), arrogant, uncompromising and over-demanding (Yair, Tomes, & Press, 
1999) despite the designer’s lack of knowledge about the technique and material.  
The situation where the designer directs the craftspeople in making products is not in line with Rees’ 
(1997) theory that the orientation of a craft product is “maker-led” while a design product is 
“market-led”37. In such a case, the craftspeople’s orientation is “designer-led” rather than “maker-
led”, as the craftspeople contribute less to the final design decision. This tendency is not in 
accordance with the nature of craftspeople38. The long intensive interaction of craftspeople with a 
material should lead craftspeople to a level of wise understanding of the material beyond just a 
maker, which can reveal authenticity or even identity. The authenticity is not necessarily revealed in 
their current product because the craftspeople are too busy working as makers.  
5.7 LIMITATIONS 
5.7.1 Marketability Evaluation 
The marketability evaluation depended heavily on the professional designers’ capability and 
experience. There are complex aspects in producing a hedonic product, such as: functionality, 
attractiveness, ease-of-use, affordability, recyclability, and safety (Demirbilek & Sener, 2003). In 
addition, there is also the influence of social change, the conservation of resources and energy, 
emerging environmental problems, trends, advertisements, marketing strategies, and fashion. These 
complex considerations were beyond the capability of the design students and craftspeople.  
The analytical process in accessing product marketability does not necessarily guarantee its success, 
even an award for good design cannot guarantee a product’s success in the market. Therefore, the 
easiest and quickest way to improve a product’s marketability is to test it in the market. An iterative 
process of trial and error will enhance the product’s quality.  In addition, the risk of producing a 
craft product was far less than producing an industrial product. Craft production is more flexible in 
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number than for a mass-based product. The prototype of a craft product is similar or precisely the 
same as the finished product. Therefore, the trial and error process of testing the prototype in the 
market is the most reliable way to improve the marketability of the product, rather than using the 
analytical way.  
5.7.2 Financial Capital Requirement  
In order to stock new designs, craftspeople needed to have extra financial capital. The more new 
designs produced and distributed to outlets, the greater possibility to get orders. In this case, the 
limitation of financial capital meant the craftspeople could only copy a product twice or even only 
make one. By comparison, cheap products such as those made by C-6 can be replicated easily. 
Therefore, C-6 was able to put his products in many outlets, which resulted in an order for 5000 
pieces from a Bali-based trader.  
5.7.3 Distance and Time Availability of Professional Designers and Design 
Students 
It was difficult to make the suitable time for the professional designers to spend a whole day visiting 
the craftspeople and having discussions, both with the craftspeople and the design students. A 
number of professional designers had been approached, however, only two of them had time to 
spend a day in Jombang.  
 
Dealing with the available time of the design students was another limitation. The collaboration 
needed an intensive work for more than 40 working hours per week. Therefore, the researcher 
cooperated with a local design institution39 to count the work of the design students as a work-
practice course and to utilise the semester break. 
5.7.4 Iterative Process in a Long-Term Program  
To achieve a stronger influence in enhancing craftspeople’s design capability, the process would 
need to be repeated many times in a long-term program. The limitation of time and financial 
resources in this PhD research meant the process of collaboration could only be repeated twice. 
5.7.5 Development of More Designs 
The more design ideas, the more possibilities of success in the market. However, such effort needs a 
continuous program with a reliable source of funding.  
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Despite these limitations, this case provides a new perspective of understanding rural craftspeople 
and their relation to designers in order to pursue innovation. A participatory project is not simply a 
means to develop satisfactory solutions, but a tool to explore the subtle knowledge of the case 
(Brereton & Buur, 2008). 
5.8 RECOMMENDATIONS 
This model of collaboration requires the involvement of experienced professional designers who 
have the capability to evaluate and predict the product‘s marketability. In addition, the professional 
designers as well as the design students need to have a good attitude and flexibility to follow the 
craftspeople’s interests. The creative capability of the designers is an important requirement to 
explore design possibilities based on the interests of the craftspeople and take into account the 
craftspeople’s backgrounds. The collaboration worked effectively on an individual basis, but a 
different context may give different results. Lastly, in-situ collaboration should be implemented in 
order to ensure the effectiveness of knowledge sharing and product development during the CDL 
process. 
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6 Participatory Action Research: 
Collaborative Promotion Project 
The participatory project scope was broadened in 2012. The project was intended to include 
craftspeople from different groups, instead of from one grouping. The phases of the project included 
initiation, problem formulation, method decision, implementation, and evaluation. The project 
began with community meetings and finally resulted in glass-bead-making workshops as a project 
implementation. 
6.1 INITIATION 
A close relationship with a group of craftspeople because of the previous CDL project enabled the 
researcher to quite easily approach a broader scope of participants. The researcher attempted to 
interact closely with C-2 in particular, because he was considered as the most successful 
entrepreneur in the village and was respected by the craftspeople. The researcher began the 
conversation with C-2 about his family life, then the business situation, and afterwards the 
researcher explained the intention to conduct a participatory project for the community of 
craftspeople aimed to develop the community by collaboration with a local design institution. C-2 
readily welcomed the idea especially because he already knew about the CDL project conducted in 
the previous year so he expected the project would make a contribution to improving the glass-bead 
business in the community.  
6.1.1 Organising a Community Meeting 
The researcher asked C-2 and C-1 about how the community meeting should be organised, in terms 
of the time and place. The researcher sought suggestions about the availability of a common place 
for villagers to meet, which is not the property of one of the craftspeople. Referring to the findings 
of the previous fieldwork, there was a grouping tendency in the community; therefore, the 
researcher aimed to ensure that this participatory project would be as inclusive as possible. A place 
inside the community was preferred, in order to maintain the craftspeople’s own context and 
provide ease of accessibility. The discussion between the researcher and C-2 resulted in the 
selection of the village hall as the place to hold the meeting. The building was administered by the 
village government. The researcher afterwards asked a village officer about the possibility to use the 
village hall for the participatory project. Furthermore, a meeting time was decided according to the 
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most common pattern of craftspeople’s free time after work, which was around 3.00-5.00 pm on 
weekends. However, it was understood that the idea of a participatory project must be announced 
in such a way that each craftsperson in the community would know about it.  
6.1.2 Seeking Legitimacy 
During the separate discussions with C-2, C-1 and C-11, all of them mentioned that the ‘HARLAH40’ 
closing ceremony that would be held the following week. HARLAH is an annual event that is held to 
honour the predecessors of the glass-bead craftspeople. The upcoming event was the celebration of 
the 34th anniversary of the Jombang bead craft industry. The researcher sought the opportunity to 
have a few minutes to speak at the forum, in order to provide a brief description about the 
participatory project. As the idea of the participatory project was supported by C-2, he said that it 
was possible to speak in the forum, and that he would allocate time for the researcher to speak.  
In the following week, the researcher attended the closing ceremony of the HARLAH community 
event. During the event, researcher had an opportunity to meet the village head and gave a brief 
explanation about the participatory project and asked the village head whether it was possible to 
use the village hall as a meeting place during the project. The meeting with the village head and the 
opportunity to speak in a forum attended by the village head and leaders provided a beneficial 
impact in the next step of the fieldwork as the researcher received a sign of legitimacy through the 
approval of the village leaders. Legitimacy is crucial when approaching a rural community because 
villagers are usually only willing to get involved in activities recommended by their prominent role 
model.  
6.1.3 Announcement 
The researcher had the opportunity to speak at the HARLAH event after the speech of the village 
head (Figure 54). The researcher spoke both in Javanese and Indonesian. A ten minute explanation 
was provided about the project, emphasising the intention to work together with craftspeople to 
search for ways to improve the craft industry. The speech was delivered by maintaining a feeling of 
equality and closeness with the craftspeople. At the beginning, the researcher expressed 
appreciation of the skilful work of the craftspeople. Then, the researcher talked about a 
participatory project, which aimed to assist craftspeople based on their potential strengths, as 
craftspeople were experts of their own context compared to the researcher as an outsider. The 
intention of learning together was emphasised. The researcher expressed awareness about complex 
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problems currently faced by the industry; therefore, collaboration would be an opportune way to 
ease the problems.  
6.1.4 Getting Participants 
A fruitful participatory project depends on the willingness of a participant to act. To ensure that the 
craftspeople participated voluntarily, the researcher asked craftspeople interested in joining the 
project to write down their names, along with their business names, home addresses and mobile 
phone numbers on a provided sheet of paper. It was important to ensure that the craftspeople 
joined the project for their own reasons and not because a community leader ordered or influenced 
them to participate. The researcher avoided asking a community leader to ask the craftspeople to 
participate in the project; instead, the researcher asked the craftspeople to participate voluntarily by 
seeking the opportunity to speak in the community forum. This allowed a broader scope of 
participation as a craftsperson who was not in the circle of the community leaders’ relatives would 
have the opportunity to join. By the end of the meeting, twenty names had been placed on the list. 
 
 
Figure 54: The researcher spoke about the participatory project at the closing ceremony of HARLAH  
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The HARLAH committee advised that, among a hundred craftspeople who came to the event, only 
one-fifth of them were craft-owners while most of them were craft-workers. Not all the craft-
workers were affiliated into craft businesses as most of them were casual workers. Therefore, the 
craft-workers found it difficult to nominate the ‘business name’ information on the list. In contrast, 
the craft-owners confidently wrote down their business names. Consequently, most of the names on 
the list were the names of craft-owners or craft-workers who worked permanently. Later, the 
researcher discovered that one of the craft-workers wrote his desired business name but it was not 
yet in existence. In addition, there were no women’s names on the list, although there were at least 
two women craft-owners in the village. Nevertheless, most of the women were craft-workers as 
bead assemblers. 
Based on the names on the list, the researcher sent text messages to the craftspeople asking about 
their available time for a face-to-face meeting in their own houses. In response, 15 of 20 gave a 
short reply and welcomed the researcher. The researcher conducted a door-to-door visit afterwards. 
First, the researcher expressed her aim to develop a close relationship with craftspeople. Being from 
the area, the researcher told craftspeople her deep interest and cultural connection to the area as 
well as the craft industry. The researcher told craftspeople who she was, where she was from, and 
why she cared about their circumstances. Through shared concerns, interests and culture, a close 
respectful relationship was developed indicated by crafts-peoples’ willingness to describe in detail 
aspects of their lives and livelihoods. The interview with each person was an informal conversation 
in the local language, beginning with a discussion of light issues, such as the weather, popular news, 
or introducing family members and sharing a brief story of their life. Most of the conversation 
spontaneously turned into glass business issues. The craftspeople expressed the view that their 
business had gradually declined.  
6.2 FIRST COMMUNITY MEETING 
After the face-to-face meetings, the researcher invited the craftspeople to come to an initial meeting 
of the participatory project in the following week (Figure 55). In addition, the researcher sent text 
messages to all the numbers in the contact list. Printed flyers were also distributed to the 
craftspeople, with the help of C-11.  
Thirteen craftspeople joined the first meeting. The craftspeople came from different groups, 
different villages and ranged in age from young to old. The leader of the APPMA association (C-1) did 
not attend because he had joined an exhibition out of town for a month. 
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The first meeting was organised by the researcher and assisted by two design students (S-3 and S-4) 
and two freshly graduated design alumni (A-1 and A-2) who acted as facilitators. Initially, one of the 
facilitators asked the craftspeople to establish the rules of the meeting. The aim of this exercise was 
to make people feel comfortable to talk and share ideas.  
This rural community has the traditions of a collectivist system with strong cohesion and 
interdependence among members in the community, especially in terms of religious and social 
values. However, where business is concerned, the craftspeople adopted individualistic values. This 
shift is in part due to the external pressures imposed in relation to business viability. Individualistic 
shifts also happen due to the rising numbers of newcomers to the village because of marriage or 
seeking opportunity in the glass-bead craft business.  
The existence of both collectivistic and individualistic value systems in the community had the 
potential to cause conflicts among individuals, due to the possibility of a difference of opinion with a 
respected person in the community, or with the majority of members in the community. In this 
situation, the courage to speak up is challenging as there is a risk of not being accepted by the 
community. 
To encourage the craftspeople to talk within that situation, the facilitators discussed with the 
craftspeople to set up agreed rules, which were: respect other people’s ideas; everyone must talk; 
avoid mentioning “names” when criticising others (just focus on the behaviour); and avoid attacking 
other people’s privacy. The agreement about the rules was followed by a discussion of light 
punishments for participants who unintentionally broke the rules, such as singing a song, push-ups 
or dancing; this approach yielded laughter and created a relaxed atmosphere.  
Once the rules were established, there was an ice-breaking session in which the participants were 
divided into three groups for a game that involved pairing Indonesian celebrities41. Each group 
consisted of four to five craftspeople, assisted by one facilitator. Some of the craftspeople who 
arrived late to the meeting, such as C-2, missed this session so they participated in the next session 
directly after arriving.   
A modified string game42 was employed to make sure that everyone had a turn to speak and share 
their opinions. These initial activities were crucial to make the craftspeople feel comfortable to 
                                                          
41
  Each person must choose a piece of paper containing the name of famous Indonesian ‘dangdut’ singer. The 
people who get the same name must join one group; but, in order to find the other person who chose the 
same name, they have to imitate the dancing style of the singer named on their piece of paper. 
42
  A string of unknown length was provided for each of the craftspeople. The craftspeople were asked to 
share ideas about developing their craft business to the group, one by one. A person who got his turn 
should keep talking while slowly winding the piece of string around his index finger until it ran out. 
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participate. This game aimed to encourage the craftspeople to talk in an informal and enjoyable 
situation, and was not intended as an exercise in which their ideas would be judged or evaluated. 
Each group presented their ideas about how to improve the industry to the other groups, followed 
by a discussion as presented in Table 16. 
 
 
Figure 55: First community meeting 
After listening to the explanation given by each group, the researcher asked the craftspeople to 
move to different positions in the room. The craftspeople who would like to take action to change 
the situation were asked to move to the south side of the room, while those who preferred to wait 
for the situation to change by itself were asked to move to the north side. C-2 was the first person 
who immediately moved to the south side, then followed by other craftspeople, one-by-one. No one 
moved to the north side.  
Table 16: Ideas expressed by each group of craftspeople at the first community meeting 
First group: 
1. Affordable price of raw materials for making beads 
2. There is a professional marketer working for craftspeople 
Second group: 
1. Standard and agreed price (no lower prices) 
2. Each group produces particular beads only 
3. Communication among craftspeople 
4. Distribution of orders  
Third group:  
All those desires could be achieved by having cooperation. The cooperation should be 
guided by regulations agreed by members. However, the organiser of this cooperation 
should be an outsider, who has no interest of taking an opportunity to manipulate the 
cooperation of his own business.  
                                                                                                                                                                                    
However, some of the strings were extremely long, so the participant must keep talking (String Game, 
2012). 
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However, one craftsperson (C-4) told the researcher that he was pessimistic about the ability of any 
program to enhance the craft business because the situation was complicated. He moved to the 
south side just because all the other participants moved there.  
When all the participants moved to the south side of the room, C-2 explained to them his reason for 
choosing that side. He unintentionally took over the meeting by explaining his reasons to the 
assembled group. The researcher allowed C-2 to express his opinion to the other participants and 
lead the meeting at that moment (Figure 56).  
C-2 as a community leader spoke less during this initial meeting, but when he got a chance to speak, 
he looked dominant as few of the other participants disputed or queried his opinion. He emphasised 
the importance of having a brand, selling finished products and supporting the idea of cooperation. 
Instead of selling beads as materials, C-2 urged the craftspeople to sell finished products through a 
cooperative outlet. C-2 was aware that selling beads as materials would give less benefit to the 
craftspeople compared to selling beads as finished products. For that reason, discussing the 
prospective market for finished products was necessary.  
 
Figure 56: C-2, one of the community leaders, took over the meeting 
 
The participants agreed with the statements suggested by C-2 that craftspeople should have a new 
brand and cooperative action. Such cooperation was needed to reinforce the cohesiveness of the 
craftspeople, although it did not need to be like the previous cooperative organisation. C-2 
suggested that involving a small number of persistent craftspeople would be better than a large 
number of craftspeople but with less commitment. 
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In summary, an overview about the main problem and the idea to develop the craft business was 
gained. It was identified that there were external and internal competitions. External competition 
occurred when local craft products must compete with cheaper imported products. Internal 
competition was caused by aggressive business behaviour such as taking over a market occupied by 
a fellow craftsperson, copying a design without permission, or taking away another person’s craft-
workers.  
The craftspeople made suggestions that the participatory project should support cooperative action 
and the creation of a new brand. Furthermore, the craftspeople agreed to meet on a weekly basis in 
order to plan activities to enhance the glass-bead craft industry. One of the craftspeople suggested 
“Cangkrukan Manik” as the name of the meeting and this was agreed by the others. Cangkrukan is a 
Javanese term, which has a similar meaning with “to hang out”. Cangkrukan usually refers to a time 
spent chatting or having an informal meeting. Cangkrukan is usually done after work for relaxing or 
during leisure time. 
The day after the first meeting, the researcher reaffirmed the result of the meeting via text message 
to the craftspeople. This was done in order to keep all the participants well informed. The researcher 
also continued to invite craftspeople who had not joined the project yet, using invitation letters sent 
with the assistance of C-11, and put some flyers in public spaces43 in the village. Those efforts were 
intended to keep the project as inclusive as possible, especially for craftspeople who had been 
unable to attend the previous meetings. 
6.3 SECOND CANGKRUKAN MANIK MEETING 
6.3.1 Discussion of a New Brand and Ideas to Attract Customers 
The main item on the agenda for the second meeting was the discussion of a new brand. Discussing 
a new brand means discussing a marketing strategy. Market possibilities needed to be examined in 
order to explore ideas for a new brand. The researcher postponed the discussion of cooperative 
action as an agenda item, considering the previous traumatic experience of cooperation. In this 
regard, the researcher decided it was necessary to spend more time to learn about the situation and 
follow the progress of the community meetings before seeking any input regarding the possibilities 
for cooperative action.  
                                                          
43
 On the village hall notice board, AH-C-8’s store, C-1’s store and C-2’s store. 
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The participants who came to the second meeting were slightly different to the participants in the 
previous meeting. There were eleven craftspeople, who were divided into two groups in order to 
maintain the effectiveness of the discussion. To form a group, the craftspeople were asked to take a 
bead from a bag held by the facilitators without seeing it. There were white and purple beads. The 
participants who took the same colour bead must form the same group.  
Since the craft and design fields are very close, it was expected that the involvement of designers to 
share knowledge with the craftspeople would lead to mutual benefit for both parties. Two 
professional designers (D-1 and D-2) attended the second Cangkrukan Manik meeting, along with 
facilitators (S-3, S-4, A-1, A-2).  
The facilitators asked the craftspeople to think about glass-bead products and draw them. They 
craftspeople drew products that they had made. The facilitators asked about the prospective 
customers for those products. Women or tribes were mentioned as the current customers for 
finished products, and loose beads were sold as materials to traders. Furthermore, the craftspeople 
recalled that a few beads were also sold as ‘tasbih’44 to Muslims. There were also small trees made 
from beads for interior design (office or home decoration) or souvenirs. Nevertheless, the number of 
those types of products was much smaller than products for women’s accessories or tribes because 
the way to approach the appropriate market for those product types had not been explored yet. The 
next question was how to approach the alternate market.  
The next activity was discussing how to approach customers. For this short-term project, local 
buyers were the focus. Although foreign buyers were also a potential market, the possible ways to 
reach foreign buyers would be discussed later on.  
The researcher asked the craftspeople to share ideas about how to attract the local market. The 
craftspeople discussed this in a group, and then revealed their ideas in a plenary session. The 
following five ideas were collected from the two groups: 
 Put products in the government’s outlet  
 Renovate the village gate on Jombang Road to be an attractive sculpture 
 Hold a fashion show 
 Sell beads at the Gus Dur local religious tourism area  
 Share glass-bead-making technique with visitors. 
                                                          
44
 Tasbih is a bead counter, to assist Muslims when performing ‘dzikir’ (remembering God by mentioning 
particular words repetitively). 
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Idea 1: Put Products in the Government’s Outlet  
The craftspeople stated that selling products in the government’s outlet could be an alternative way, 
but it was not a new idea. A few craftspeople had sold their products through the government outlet 
for years, but others were not interested in it45.  
Idea 2: Renovate the Village Gate on Jombang Road to be an Attractive 
Sculpture 
A village gate was built by the Jombang local government in 2005 to indicate the location of the craft 
industry. The gate was located on the edge of Jombang Road. The craftspeople suggested that the 
gate needed to be renovated to attract visitors. The facilitators then shared their view that a village 
gate was an important sign to direct prospective buyers towards the industry, or to inform travelers 
who passed the main road. However, it was likely that the gate would be noticed only by the 
travelers, rather than a broader range of prospective buyers. Moreover, this idea would need 
significant financial support while its effectiveness to attract visitors was questionable. 
The craftspeople replied that the local government already had a plan for renovating the gate. They 
said that having a new gate would be interesting, despite doubts about its effectiveness in attracting 
customers. 
Idea 3: Organise a Fashion Show 
C-2 suggested organising a fashion show involving famous fashion designers using beads of their 
design. C-2 stated that he had a relationship with famous designers and was willing to contact them 
when necessary. C-2 expressed his desire for the mass media to report the industry widely to the 
public; therefore, attracting prospective buyers to visit or order. When C-2 expressed his ideas, the 
other craftspeople listened without comment. The facilitators then asked about the possibility of 
obtaining sponsorship funding. The craftspeople responded that the idea of a fashion show was 
interesting, but financial support would be an issue to consider for the implementation of this idea.  
Idea 4: Sell Beads at Gus Dur Cemetery Area 
In the second Cangkrukan meeting, there was an idea to build cooperation with tourism agencies. 
The potential of selling the local glass-beads as souvenirs revealed the idea to connect the glass-
beads to the tourism sector. Therefore, popular tourist sites around the town were discussed. One 
                                                          
45
 The reason for this is explained in Chapter 4 (Section 4.5.1)  
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of the most famous tourist sites was Gus Dur46 cemetery, which is only 10 km from the village. It was 
located in Tebuireng cemetery. Hundreds of people visited the site, almost 24 hours every day.  
The tourism agencies were supposed to put a glass-bead craft visit on their itinerary as part of their 
tourism packages. The craftspeople stated that there were already visitors coming in groups to the 
village, such as from schools or institutions. Most of them were local people coming from the 
surrounding area. Nevertheless, it rarely happened. By having glass-bead craft tourism in one 
package with Tebuireng cemetery tourism, an increase in the number of visitors might be achieved. 
Alternately, craftspeople could open a glass-bead outlet at Tebuireng cemetery.  
However, most of the craftspeople expressed pessimism about this idea. This was because most of 
the visitors to Tebuireng cemetery were from low-income to middle-income groups with low 
purchasing power. They were typically price sensitive and lacked concern about product quality. 
Therefore, Tebuireng cemetery visitors were considered to have little prospect as a target market. 
Idea 5: Share Glass-Bead-Making Technique with Visitors 
The discussion about the tourism potential led to the topic of the favourite aspects of visits to the 
craft industry. The craftspeople expressed the view that visitors were usually interested in seeing the 
process of bead-making using fire. Some of the visitors were excited to try making it. This raised the 
idea that the process of making the beads could be a potential attraction.  
The craftspeople stated that C-2 and C-1 already accepted visitors to their glass-bead-making 
workshops. The workshops of C-2 and C-1 were large enough to accommodate visitors in groups, 
such as from schools. The workshops of the other craftspeople were small and untidy, and therefore 
not suitable for visitors. Not all the craftspeople were interested in the idea of inviting visitors to 
their workstation. 
At the end of the second meeting, the craftspeople were asked to participate in a reflection exercise. 
A pessimistic feeling emerged as C-4 expressed the difficulties he faced in competing with cheap 
imported beads. Despite the possibilities of expanding the market, the craftspeople participating in 
the second Cangkrukan meeting implicitly expressed that they were pessimistic about the idea of 
looking for new markets. 
                                                          
46
 Gus Dur was the 4
th
 President of Republic of Indonesia. He was considered as the guru of the nation, and he was also the 
former leader of the biggest Muslim organisation in Indonesia, Nahdlatul Ulama.  
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6.3.2 Between the Second and Third Meetings: Overcoming the Pessimistic 
Situation 
Due to the reflections made by the craftspeople at the second meeting, the researcher initiated a 
discussion of the results of the meeting with C-2. The researcher had a face-to-face discussion with 
C-2 for about an hour and a half, and talked not only about the previous meeting, but also about C-
2’s business situation, his dream, his feeling about his fellow craftspeople and suggestions about the 
agenda for the next meeting. C-2 stated that only a few craftspeople were willing to take a risk and 
spend time pursuing innovation. Therefore, he believed there were only a few craftspeople who 
were interested in finding ways to attract customers.  
The researcher furthermore discussed with C-2 the ideas for attracting customers that had emerged 
in the previous meeting. There were two types of ideas for attracting customers (Figure 57). First, 
there was the idea that the craftspeople should place the products outside the village, such as in the 
government’s outlet. Second, there was the idea that the craftspeople should encourage customers 
to come to the site such as by organising a fashion show, including craft tourism in the Jombang 
tourism packages, or renovating the village gate. Each of those ideas contained positive and negative 
elements. Each negative element required consideration in order to decide the most promising idea. 
All the craftspeople who participated in the participatory project must be able to be involved in the 
effort of attracting customers. It was necessary for the activity to require little funding and a short 
time to organise. The activity should focus on local customers and also broader target markets 
(other than just travellers along the Jombang main road). The idea of sharing the glass-bead-making 
process could fulfil those requirements; however, further discussion of detailed implementation was 
needed.  
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Figure 57: Ideas for attracting customers 
 
In fact, some craftspeople's workshops (such as C-2's, C-3's, C-1's) were often visited by consumers 
who saw the process of making beads. However, the process of making beads had not yet been 
organised and packaged as a show, or as a professional workshop, which would provide an added 
value for visitors because of the emotional or hedonic experience. Disclosing glass-bead-making in a 
professional workshop was considered as a potential source of additional income other than just 
selling beads. The "glass-bead-making disclose" in this diagram does not simply mean to let visitors 
see craftspeople working in their workshops. Instead, it was intended as a complete packaged show 
for visitors including explanations such as the history of beads, types of beads and special beads, to 
enable visitors to recognise the values of the craft industry. 
C-2 said that the idea of exposing the glass-bead-making technique was promising and worthy of 
being investigated and implemented. Based on C-2’s experience, he felt optimistic that visitors 
would be interested in seeing the bead-making process. C-2 also expressed his desire that the village 
should be an important tourism destination with a representative gallery owned by the 
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craftspeople’s cooperative in partnership with a glass-bead museum, or even a glass-bead institute 
for those who were interested in learning to make or design beads.  
After having the discussion with C-2, the researcher visited other craftspeople. The researcher 
prioritised discussions with the craftspeople who had an influential role in the community and were 
respected by their colleagues. The researcher visited C-11 and C-4 separately in their homes and had 
discussions, each for about half an hour. The researcher visited them in the afternoon, when 
craftspeople usually had free time after work. The researcher asked C-11 and C-4 to share their view 
about the ideas raised in the previous meeting. They stated that the idea of sharing the glass-bead-
making process in schools was the most plausible idea to be implemented in the short term.  
Afterwards, the researcher created flyers about the results of the previous meetings in regard to 
exploring new designs and ideas to approach prospective customers. An invitation to join the next 
meeting was included in the announcement. In addition, the researcher sent text messages to 
craftspeople in the researcher’s contact list (including to C-1, who had been out of town for the 
purpose of joining an exhibition). 
The researcher discussed the progress of the fieldwork with the facilitators, and learned the 
possibilities of sharing the glass-bead-making process. A similar activity such as a popular ‘batik’ 
making workshop was used as a comparison. It was reported that the “Java Etnika” batik-making 
workshop provider could earn IDR 1 million (US$ 100) for a one day workshop with 20 students47. 
This fact indicated that a craft-making demonstration was a promising activity.  
6.4 THIRD CANGKRUKAN MANIK MEETING  
6.4.1 Discussing the Most Mentioned Ideas: Sharing the Glass-Bead-Making 
Process 
The third Cangkrukan Manik meeting began a little late than the agreed time. Two craftspeople (C-
11 and C-13) came early and chatted with the facilitators. Discussing the ideas shared in the previous 
meeting, they contended that the glass-bead-making demonstration was a prospective activity to 
attract buyers. When the other craftspeople joined the meeting, the discussion was already about 
the idea of demonstrating the glass-bead-making.   
C-11 and C-6 stated that they had been invited to demonstrate their expertise in glass-bead-making 
in exhibitions a few years before. They stated that the visitors who saw the process of glass-bead-
                                                          
47 http://javaetnika.wordpress.com/ retrieved on 1 July 2012 
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making would be likely to buy the products. This comment led to a question about the possibility of 
the craftspeople going to prospective customers instead of waiting for the visitors to come to the 
site. The facilitators asked craftspeople about how the glass-bead-making process could be 
presented and the extent to which the customers could try to make a glass-bead themselves. The 
craftspeople explained that the process of glass-bead-making consisted of many levels of difficulty. 
The easiest level was making a solid colour bead, while making a multi-colour mask bead was the 
most difficult. Accordingly, the glass-bead-making could be revealed from the easiest level to the 
most difficult level while customers could try to make the easiest glass-bead. C-11 suggested the 
idea of a theatrical performance by breaking (unused) glasses, then treating the broken glass into a 
glass stick, and turning it into a bead. 
The craftspeople reported that there were bead-weaving courses provided by bead hobbyists or 
private institutions around the town which successfully attracted participants. This fact strengthened 
the idea of a glass-bead-making demonstration as a prospective way to attract customers. 
Furthermore, a glass-bead-making demonstration and workshop should be a good opportunity to 
increase local awareness of the existence of the glass-bead craft industry.  
Discussion about deciding a target for the trial of a glass-bead-making demonstration resulted in the 
selection of a senior high school in the town (Table 17). The facilitators suggested that the 
craftspeople consider three aspects: the safety issue, the purchasing power, and the word-of-mouth 
power to spread the information. The craftspeople stated that demonstrating to primary school 
students could be too complicated and too risky regarding the use of a very high temperature fire 
during the workshop, while demonstrating to junior high school students should be easier. 
Nevertheless, the purchasing ability of junior high school students and their word-of-mouth power 
to spread information about the glass-bead craft industry were less than those of senior high school 
students. Since the purpose of the glass-bead-making demonstration would be to enhance the 
awareness of local buyers about the existence of the glass-bead craft industry, the discussion 
resulted in the identification of local high school students as the potential target for the trial 
workshop.  
Furthermore, in order to give additional benefit to the audience, the facilitators and craftspeople 
discussed what activities would be offered to the workshop participants. Any activities must refer to 
the aim of the workshop. The workshop aimed to provide insight into glass-beads as a part of 
Indonesian history and culture and the making of beads (from raw material into ready-to-use 
product), support the existence of traditional handicraft industries, support the environmental 
recycling activity and encourage students’ creativity to design glass-beads. Therefore, a brief 
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presentation about some ancient beads in Indonesia as a material culture, along with an overview of 
the craftspeople’s business experience would accompany the glass-bead-making session. A bead-
weaving course at a simple level and designing beads could be offered as optional activities. The 
level of difficulties of making glass-beads would depend on the available time considering the ratio 
of the number of participants and the number of instructors.  
Table 17: Deciding target for pilot project of the glass-bead-making workshop 
 Primary Students Junior High School Senior High School University 
Involvement of 
students in the 
glass-bead-making 
process (on high 
heat) 
Only look Only look or try 
(but it needs extra 
attention) 
Can try Can try 
Word-of-mouth 
effect 
Low 
(only to their 
parents) 
Low to high 
(to their parents 
and friends) 
High 
(to their parents 
and friends) 
High 
(to their parents, 
friends, business 
partners) 
Purchasing ability Low Low to high High High 
 
6.4.2 Discussion about a New Brand  
At the previous meeting, it had been agreed that having a new brand was important. Therefore, the 
facilitators (A-1 and A-2) presented some brand design alternatives. Those were preliminary designs 
created by the facilitators as inspiration for the craftspeople. The facilitators shared their knowledge 
about the principles of branding design before presenting the preliminary designs (Figure 58). In 
addition, the facilitators asked the craftspeople to have a reflection about the strengths and 
uniqueness of the industry. 
 
Figure 58: Facilitators shared their knowledge about the importance of branding and principles of branding 
design 
Afterwards, the facilitators put the printed copies of the preliminary designs (Figure 59) on the floor. 
The facilitators asked the craftspeople to think about which design was interesting to them and to 
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give comments. The facilitators provided sticky notes for the craftspeople to mark one or more 
designs (Figure 59 and Figure 60). Once the craftspeople finished placing the sticky notes, they were 
asked to share their comments about it. Three issues were raised in this discussion, namely, the 
name, logo imagery and colour, each of which is reported as follows. 
   
   
   
   
Figure 59: Preliminary designs of brands created by facilitators to be discussed by craftspeople 
 
Name of the Brand  
The facilitators provided some ideas for brand names: “Gambang” (the name of the main village 
producing glass-beads) and “manic” (Indonesian language for ‘bead’). The derivations of those 
names were GIRAFT / MONIK / DE MANIKS (Gambang Manik Craft), MG (Manik Gambang), and 
MONIX Craft. The craftspeople stated that instead of highlighting the name “Gambang” (the village), 
the brand should highlight “Jombang” (the region). Gambang was not a representative name as 
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there were craftspeople from other villages. In addition, the craftspeople expressed their preference 
for the word “MANIK” rather than “BEAD” as MANIK revealed the local element.  
 
Figure 60: Craftspeople placed a mark on the design in which they were interested 
The Logo Imagery 
Participant C-6 commented that a logo image with bead characteristics, such as a circle or grain, 
would be better. C-11 agreed with this statement. The other craftspeople just nodded their heads 
when the facilitators asked for their suggestions and whether they agreed with C-6 and C-11. The 
facilitators asked whether the bead imagery should be plain or patterned. The craftspeople stated 
that the beads must not be plain. The patterned bead was the strength of the Jombang glass-bead 
industry that needed to be highlighted through the logo imagery.  
The Colour 
The facilitators provided preliminary ideas of brand designs in a monotonous colour, in order to give 
a chance for the craftspeople to use their imagination. C-11 stated that the logo must use bright 
colours, such as green and red. When the facilitators asked further about this, C-11 said that green 
and red were the identity colours for Jombang. The others agreed with his statement. The others 
added that the word “Jombang” stands for ijo abang (Javanese language for ‘green and red’). 
However, local people usually combined the colour with kuning (Javanese word meaning ‘yellow’). 
C-11 suggested Ning Jombang48 as the concept colour, which stands for “kuning-ijo-abang” 
(Javanese words for yellow, green and red). 
                                                          
48
 Ning Jombang also means Jombang girl (Javanese). 
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At the end of the third meeting, the researcher briefly reviewed the activities that had been done in 
the meeting for the purpose of reflection. Once again there was a chance for the craftspeople to 
share their views and feelings about the meeting. The agenda for the next meeting was then 
discussed. It was agreed that the next meeting would focus on formulating a detailed plan for the 
glass-bead-making workshop and making a new design experiment. In addition, the facilitators 
would present new brand designs based on the input which had been gained. 
6.4.3 Between the Third and Fourth Meetings 
After the third meeting, the researcher sent brief information about the activities of the third 
meeting through text message to all the craftspeople in the researcher’s contact list. Three 
facilitators (the researcher, S-4, S-3) initiated the action to create a draft proposal for the glass-bead-
making workshop. Meanwhile, two facilitators (A-2 and A-1) developed brand design alternatives.   
The following day, the researcher circulated the next agenda and asked the craftspeople to continue 
to join the participatory project. Only two craftspeople replied and stated their willingness to 
continue joining the participatory project while the others gave no response. The researcher felt 
unsure about how many craftspeople would continue to join the participatory project, due to the 
low number of text message replies expressing willingness to join the participatory project. 
Therefore, the researcher visited some of the craftspeople who had attended the third meeting in 
order to get information as well as input to write the proposal. The researcher asked whether the 
craftspeople would continue joining the participatory project or decline. Aware of the possibility that 
they may feel hesitant to say “no”, the researcher explained once again that there would be no 
sanction for declining at any time, and involvement in the participatory project should be done 
voluntarily.  
The craftspeople not only stated that they would join the participatory project, but also suggested 
ideas about how the glass-bead-making workshop should be organised. When the researcher asked 
why the craftspeople did not reply by text message to let the researcher knew whether they would 
continue joining the participatory project, the craftspeople said that it was not an important issue; 
they felt that as long as they attended every meeting it meant that they would continuously join the 
participatory project. The facilitators completed most of the draft proposal after having a discussion 
with the craftspeople, with the aim to present it at the fourth meeting. 
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6.5 FOURTH CANGKRUKAN MANIK MEETING  
There were two main agenda items for the fourth meeting (Figure 61), namely, discussing in detail 
the implementation of a glass-bead-making workshop and reviewing the brand design. The 
researcher sent the announcement of the fourth meeting through text message. Just a few minutes 
before the meeting began, one craftsperson asked why the researcher did not send the invitation to 
all craftspeople who usually got text messages from the researcher. He said that his colleague 
wanted to come to the meeting, but he cancelled as he did not receive the message from the 
researcher. The researcher apologised for the misunderstanding. The researcher had thought that it 
could be annoying if the researcher sent an invitation through text message many times to 
craftspeople who were not interested in the project. Therefore, since the fourth meeting, instead of 
sending a text message to all the craftspeople, the researcher decided to send text messages only to 
the craftspeople who frequently came to the meeting. In fact, no response did not necessarily mean 
not interested. Therefore, the researcher immediately sent an invitation to him and other 
craftspeople.  
  
Figure 61: Fourth Cangkrukan Manik meeting 
6.5.1 Refinement of the Logo Design 
The facilitators (A-2 and A-1) provided the next iterations of the brand design according to the 
feedback gained from the previous meeting (Figure 61). All the brand designs were in red-green-
yellow colour as per their request, and the logo imagery contained patterned beads. There were 
some alternative brand names, namely: “Manik Jombang” (meaning ‘Jombang Bead’), “Karya Indah” 
(meaning ‘Beautiful Creation’) and “De Maniks” (meaning ‘The Beads’). The name “Karya Indah” was 
suggested by C-2, while “Manik Jombang” was the name suggested by the craftspeople from the 
previous meeting. 
The craftspeople suggested some corrections to the logo. The discussion was about what pattern 
must be appear in the logo imagery and the name. The pattern of bead would reveal a meaning. C-3 
177 
 
suggested using a rainbow bead (Figure 62) as the pattern for the logo imagery. The rainbow bead 
was believed to be a typical bead related to the Majapahit Kingdom.49 The other craftspeople agreed 
that the rainbow bead was considered as the local typical bead, but they did not explicitly suggest 
using the pattern and shape of the rainbow bead for the logo imagery.  
In regard to the name, a suggestion to use the name “Majapahit” was made, but this name was 
similar to the name of C-1’s craft business (Majapahit Beads). C-3 suggested that the name of the 
brand must be distinctive and not similar to the existing brands owned by any craftspeople. Among 
those names, the craftspeople agreed to use “Manik” and “Jombang”. 
    
   
   
Figure 62: Development of brand designs created by facilitators 
There was a discussion following C-3’s question about whether the names ‘Java’ or ‘Indonesia’ 
should be used instead of Jombang because Java or Indonesia were more well-known than Jombang. 
The other craftspeople commented that glass-bead lovers already recognised the Jombang name. 
The facilitators explained the advantages and disadvantages of each word (Jombang, Java or 
                                                          
49
 Majapahit was considered as the greatest and most powerful kingdom in the history of Indonesia and South 
East Asia, and existed in the 14
th
 century. The capital of Majapahit Kingdom was Mojokerto, which was a 
neighbouring town of Jombang. 
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Indonesia). Java and Indonesia did not refer to a specific place although those names were popular. 
If the target market was local buyers, then Jombang referred to a specific place. Some of the 
craftspeople shared their views about the extent to which buyers recognised the Jombang name.  
Collaborative learning through knowledge sharing between the facilitators and craftspeople 
occurred. Nevertheless, the challenge in this process was how to accommodate the opinions and 
make decisions carefully in such a way that nobody felt ignored. Accordingly, the facilitator wrote 
down any ideas coming from the participants, showed appreciation for sharing, then gave a review 
of each idea according to the facilitator’s knowledge in terms of memorability and recognisability. It 
was fortunate that the craftspeople did not make a fuss about the use of the names Java, Indonesia, 
or Jombang. The craftspeople easily agreed to use ‘Jombang’ instead of Java or Indonesia.  
6.5.2 Discussion of a Draft Proposal of a Glass-Bead-Making Workshop to 
Schools   
The facilitators provided a draft proposal about a glass-bead-making workshop in high schools. The 
introduction, objectives, benefits and activities were presented to the craftspeople. The craftspeople 
commented on the content, and the facilitators edited according to the comments. There were few 
comments about the introduction, objectives and benefits. The craftspeople mostly commented 
about the detailed activities related to the availability of time. The duration of activities was also 
discussed. The facilitators asked about adding a creativity session and a brief presentation about 
ancient beads and history of the Jombang glass-bead craft industry. The craftspeople supported the 
idea. The craftspeople stated that they had many interesting stories about ancient beads, which 
could be an insight for high school students. 
In summary, there would be three options for activities in the workshop package. The complete 
package included all three activities consisting of the glass-bead-making, bead-weaving and 
creativity session. The second package consisted of the glass-bead-making and the creativity session. 
The third or basic package only consisted of glass-bead-making session. A presentation about 
ancient beads and the history of the glass-bead craft industry would be delivered in all the packages. 
Afterwards, there was a discussion about the distribution of work, who would share resources, the 
costing, and the selection of high schools for pilot projects and who would present the proposal to 
the school principal. The facilitators and craftspeople identified the tasks for the workshops, which 
were:  
a. Providing materials, as well as tools and equipment such as furnace, gas, glass stick, waste 
glasses and colouring materials 
b. Performing a demonstration of glass-bead-making  
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c. Explaining the process of a glass-bead-making 
d. Assisting or tutoring high school students to make beads 
e. Assisting or tutoring high school students to weave beads 
f. Selling products and providing product examples 
g. Organising the flow of the session 
h. Giving a presentation about ancient beads and the history of the bead craft industry  
i. Providing transportation. 
As many tasks were identified, the facilitators asked the craftspeople about how to distribute those 
tasks. C-8, who was a material supplier, was the first craftsperson who said that he would contribute 
the gas. The craftspeople offered to provide bead products or perform a glass-bead-making 
demonstration, but the craftspeople tended to mention others when the facilitators asked about 
who would give the presentation. However, the craftspeople who had knowledge and experience in 
making ancient beads (C-11 and C-6) had not come to that meeting. The researcher accordingly 
postponed the issue of who would take responsibility for the ancient bead presentation. 
Next, there was a discussion about the budget and pricing for the workshops for each package. The 
result is shown in Table 18. The prices would be offered to schools for a workshop of three hours 
duration for 30 students. If the cost of a complete package for 30 students was IDR 2,905,000, the 
cost for each student would be IDR 96,833 (rounded up to IDR 100,000 (US$10), or IDR 63,500 
(US$6.40) for the second package and IDR 40,000 (US$4) for the basic package. However, the 
schools could have the workshops for free during the promotional season, which would be from 20th 
July until 5th August 2012. All of the cost for the glass-bead workshops during the promotional 
season would be covered by the researcher’s scholarship. The new prices would be effective after 5th 
August 2012. 
Table 18: Detailed pricing package of glass-bead-making workshops
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ITEM Package 1 Package 2 Package 3 
Materials: 
- Waste glasses 4 colours @ 4,5 ounce 
- Glass stick 1 kg 
- Gas 3 kg, 2 pcs 
 
80.000 
30.000 
80.000  
 
80.000 
30.000 
80.000  
 
80.000 
30.000 
80.000  
Drawing Paper A4 30 pcs 15.000  15.000  X 
CD Module 30 pcs 200.000  200.000  X 
Tutoring Fee 
(Including furnace rent and transportation)  
2.000.000 1.500.000 1.000.000 
Beads (for weaving) 200.000  X X 
Materials for weaving beads: 300.000  X X 
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 All prices are in Indonesian Rupiah 
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- Elastic Strings 
- Brooch Hooks 
 2.905.000 1.905.000 1.190.000 
High schools in three neighbouring towns were selected. It was agreed to send proposals to two high 
schools in Pare, and to schools in Jombang and Kertosono. Those schools were prominent state 
schools in each town. 
6.6 FIFTH CANGKRUKAN MANIK MEETING 
6.6.1 Refining a Draft Proposal, Discussing a New Brand Logo and Tagline 
Between the fourth and fifth meetings, the facilitators refined the draft proposal according to the 
input gained in the fourth meeting, so the proposal was ready to be distributed to the schools. As 
the new brand logo should appear in the proposal, the facilitators urged the final refinement of the 
logo. A-1 and A-2 finalised the refinement of the logo design.   
The agenda items for the fifth meeting were: presenting the final draft of the glass-bead-making 
workshop proposal, and presenting the folders and name cards with a new brand logo on it (Figure 
63 and Figure 64). The facilitators also made a short film of C-3’s workstation and art-shop for the 
presentation session intended to be part of the workshop.  
     
Figure 63: Final version of the new logo and its application (not to scale) 
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Figure 64: Facilitators presented the application of a logo on folders and name cards 
The facilitators asked for the craftspeople’s suggestions about the logo. “D-ManiX Jombang” was 
proposed as the new brand name. The craftspeople expressed their enthusiasm for the new brand 
name and logo. At this meeting, a tagline51 for the brand was also discussed (Figure 65). The 
facilitators suggested creating a tagline to construct an impression in the minds of customers, to 
communicate the value of the industry or activity. The facilitators asked the craftspeople to think 
about a sentence which could represent their industry. At first, none of the craftsperson shared any 
ideas. Therefore, the facilitators suggested a sentence as a stimulus. Afterwards, the craftspeople 
expressed ideas as follows: 
1. “Dari limbah kaca menjadi karya indah” (From waste glass into beautiful creation) 
2. “Persembahan tangan-tangan ahli untuk negeri” (By highly skilled hands, dedicated to the 
country)  
3. “Limbah untuk tangan-tangan terampil” (Waste glass in skilful hands) 
4. “Limbah kaca menuju sejahtera” (By waste glass towards prosperity) 
5. “Limbah kaca menjadi permata indah” (From waste glass into elegant diamonds) 
6. “Berkreatifitas dengan limbah kaca” (Creativity of waste glass) 
7. “Karya indah untuk bangsa” (Wonderful works for the nation) 
8. “Yang terbuang menjadi uang” (Turn wasted stuff into money) 
9. “Kreasi limbah kaca” (Waste glass creations) 
10. “Limbah bawa berkah” (Bring the wasted into blessings) 
                                                          
51
 A tagline is a phrase  or  catchword  that  becomes  identified  or  associated  with  a person , group, 
 product,  etc., through repetition (http://dictionary.reference.com/browse/tagline). 
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11. “Manik Jombang menimbulkan aura kecantikan” (Jombang Bead poses the aura of beauty). 
In this case, the researcher emphasised the craftspeople’s willingness to share their ideas; therefore, 
there was no evaluation for each of the ideas. One suggestion by one craftsperson inspired others to 
reveal their ideas. The best sentence would be decided later, when a large number of ideas had 
been collected. The essential factor in this session was the knowledge-sharing process. In addition, 
the craftspeople’s views about their industry could be accessed. 
The facilitators managed to accommodate the craftspeople’s ideas for the tagline into one sentence. 
This was done by identifying the similar words, then classifying those words into four groups, which 
were:  
 Limbah or “waste” (mentioned seven times); 
 “Beautiful creations”, or “creation”, or “creativity”, or “diamond” (mentioned five times); 
 “Skilful hands” (mentioned twice); 
 “Nation”, “country”, “prosperity”, “money” or “blessing” (each was mentioned once).  
 
Figure 65: Facilitators asked craftspeople to suggest a tagline 
Based on the categorisation of the similar words, the facilitator suggested using a tagline that 
included the main words, namely, masteRPiece or great creation, waste and glass. “Adikarya Limbah 
Kaca” was suggested as the tagline. Adikarya has a similar meaning with a masteRPiece, or great 
creation made by skilful hand or person, while limbah kaca means waste glass. Although the words 
‘nation’, ‘country’, ‘money’, ‘prosperity’ and ‘blessings’ were important descriptions of the industry, 
those words contributed less to representing the unique value of the industry.  
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6.6.2 Between the Fifth and Sixth Meetings: Distributing and Presenting 
Proposals 
The facilitators distributed the proposals to the schools along with a presentation to the school 
principals or representatives. It was planned that there would be a craftsperson who would go with 
the facilitators to offer the proposal to schools. However, the presentations were done only by the 
facilitators, due to a difficulty in arranging the suitable time for the craftspeople.  
The first target was Sekolah Menengah Atas Negeri (SMAN) 2 Pare (2nd Pare State High School). The 
researcher met the vice-principal of the school and gave a brief presentation for about fifteen 
minutes. The researcher described the participatory project and the collaboration between ITS 
Surabaya as a local design institution and the glass-bead craft industry, as well as the story of the 
industry. Afterwards, the proposal for a glass-bead-making workshop was offered. The workshop 
would be organised in a package, including a presentation about the beads of Indonesia and their 
history, designing beads, making beads and weaving beads. It was explained that the workshop 
aimed to raise local awareness about the potential local craft industry, as well as giving insights into 
creativity, history and environmental issues. The vice-principal expressed interest in the workshop 
but she could not decide on it without the approval of the school committee. Therefore, the school 
would contact the facilitators when it was approved. 
The second target was SMAN 2 Jombang (2nd Jombang State High School). The researcher and the 
other facilitators met the school principal. After listening to the explanation about the glass-bead-
making workshop, the principal immediately expressed his interest in the activity. Nevertheless, he 
advised that the academic board must arrange the appropriate time as the activity had not been 
scheduled in the school calendar. 
The third target was MAN Jombang (Jombang Islamic High School). The facilitators met a member of 
the academic board. Again, the facilitators explained about the glass-bead-making workshop. 
Fortunately, all the members of the academic board were having a meeting at that time so they 
could make a decision. They accepted the offer and decided the timing on the same day. The 
academic board easily accepted the proposal as it was in line with the school’s environmental 
program.  
The fourth target was SMAN Kertosono (Kertosono High School). The proposal was accepted in 
principle by the school principal following the presentation by the facilitators. The school principal 
advised that he would inform the academic board about the proposal, who would later give their 
decision. 
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Most of the schools gave a positive response to the proposal. However, they needed to set the time 
within the school academic schedule. A few days after distributing the proposal, there were 
notifications from the schools about the timing of the workshops. It was fortunate that there was no 
overlapping of the timing among the schools, so there was no difficulty for the facilitators and 
craftspeople to schedule the workshops.  
Through text messages, the researcher informed the craftspeople about the process of approaching 
schools. This included informing them about the presentation of a proposal to each target school 
and the notification from the schools about the timing for the workshops. 
6.7 SIXTH CANGKRUKAN MANIK MEETING: PREPARATION OF GLASS-BEAD-
MAKING WORKSHOPS 
The main activity of the sixth meeting was to refine the planning of the workshops (Figure 66). The 
facilitators (the researcher, S-3, S-4) told the craftspeople about the schools’ responses to the 
proposal. Although most of the schools had a tight schedule, they had managed to re-arrange their 
schedule as they saw the advantage of the workshops for their students. The facilitators conveyed to 
the craftspeople that the schools mainly asked about the extent to which the students could try to 
make beads and how it would be organised.  
Some of the craftspeople (C-1, C-11 and C-6) who already had experience in managing glass-bead-
making workshops or demonstrations shared their experience, including predictions about how 
viewers would act during the performance, as well as tips and tricks. The facilitators ensured that 
the craftspeople would be ready for the workshop in regard to the necessary tools and materials, 
safety procedure and distribution of tasks. 
   
Figure 66: The researcher as facilitator discussed preparation of glass-bead-making workshops with 
craftspeople 
The four workshops would be held on four days in a week (Monday, Wednesday, Thursday and 
Friday). The duration of each workshop including preparation and transportation would take up the 
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major part of one day for the craftspeople. Although the duration of the workshop would only take 
three hours, the craftspeople must prepare all the materials and tools an hour before, and then the 
travelling time (from the village to the workshop site) would take thirty minutes. After the workshop, 
it would take thirty minutes to one hour to pack up, another thirty minutes for travelling, and then 
having a rest.  
Considering the amount of time involved, a distribution of the tasks was suggested by the facilitators 
in order to minimise any major interruption to the craftspeople’s main work. Among the six 
craftspeople who stated their intention to attend the workshops, the facilitators suggested the 
possibility of splitting the group of craftspeople into two teams, so that each craftsperson would 
attend two workshops instead of all four workshops. Nevertheless, the craftspeople responded that 
they preferred to work together in all of the workshops. 
Some of the craftspeople (C-8, C-3, C-1 and C-2) said they could not attend the workshops, but were 
willing to make a contribution. Figure 67 shows the scheme of contribution of each craftsperson and 
facilitator to the workshop. C-8 had a material store, so he could not leave his store even for a day, 
as he must close his store whenever he is away. He contributed the gas and materials in lieu of his 
direct participation in the workshop. C-3 and C-2 said they would be away for business at the time 
the workshops were scheduled. C-2 provided products and examples of ancient beads, while C-3 
provided tools for weaving beads. C-1 had just come from a month-long exhibition in Jakarta and 
had to rearrange his store. He contributed to the workshop by providing samples of ancient beads. 
Although C-1 could not attend the workshops, he shared his experience about how to manage the 
students during the demonstration. He also predicted some moments which would be interesting for 
students based on his experience of what usually happened in workshops.  
The costumes and accessories to be worn for the workshop were also discussed. C-11 suggested that 
the organisers (facilitators and craftspeople) should wear a uniform such as the HARLAH costume. 
The facilitators agreed; however, as the facilitators did not have the costume, the craftspeople 
undertook to get some for the facilitators. C-11 suggested wearing Borneo necklaces and button pins 
of “D-ManiX Jombang”.  
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Figure 67: Scheme of contribution of each craftsperson and facilitator to the glass-bead-making workshop 
(colors represent their grouping tendency
52
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6.8 GLASS-BEAD-MAKING WORKSHOPS AT HIGH SCHOOLS  
All four glass-bead-making workshops were completed in a week. Six craftspeople collaborated with 
the facilitators to deliver the glass-bead-making workshops to four high schools in three cities 
surrounding the Jombang industry. Five craftspeople were involved in all four workshops, while C-6 
could only be involved in the second workshop because he was busy delivering orders for his 
business at the other times. Each workshop took approximately three hours as planned, and each of 
those workshops was attended by thirty to sixty students. All the craftspeople were Muslims, and as 
such, did not eat or drink during the day in the Ramadhan period. Nevertheless, the craftspeople 
delivered the workshops successfully, indicating their strong willingness to succeed in the program. 
The workshop began with a thirty minute presentation by the craftspeople about beads as ancient 
jewellery and as part of Indonesian cultural heritage in a talk-show format (FiFigure 68). The 
facilitator acted as a moderator. The craftspeople told the story about the beads and tribes in 
                                                          
52 see. Chapter 7.1.1 
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Indonesia, and the story about how Jombang craftspeople became the main suppliers of beads for 
the tribes. After that, there was an explanation about the Jombang glass-bead craft industry and a 
brief story of the entrepreneurial journey of each craftsperson.  
The presentation session was followed by the main session of the workshop which was a 
demonstration of bead-making (Figure 69– left). The demonstration began by a theatrical 
performance of breaking a glass bottle, then treating it so that it formed a glass stick. Then the 
craftspeople showed how to form the glass stick into a simple plain bead, then a patterned bead. 
Various patterned beads were shown, and the demonstration ended by making beads in 
complicated shapes, such as an animal or a toy shape. While four of the craftspeople (C-11, C-12, C-
30, C-8) performed the glass-bead-making demonstration, another (C-13) was explaining and two 
others were assisting in providing the tools or materials needed during the heating process.  
  
Figure 68: Craftspeople gave a presentation about ancient beads and the story of their business, moderated by 
a facilitator (the researcher) 
After the demonstration, the students could try making a glass-bead assisted by the craftspeople 
(Figure 67 – right). The students could take home the bead they made. While the students were 
waiting for their turn to try making beads, they could join the bead-weaving session handled by C-9 
or C-13 (Figure 69– right). The students who liked beads could buy one, as there were beads for sale 
handled by S-4 (Figure 69– left). However, not all the beads were for sale, as some of them were 
examples of ancient beads. Other students could join the creativity session handled by S-4. The aim 
of the creativity session was to raise awareness among the students about the potential of Jombang 
beads and to explore various types of bead designs. 
Only a few students who declined the opportunity to try making beads because they were scared by 
the heat, they preferred to look at the process of the beads being made and weaved by their friends. 
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 The products that cost IDR 5,000 (50c) per piece, such as brooches and key-rings sold out. Fewer of 
the necklaces, costing IDR 20,000 (US$ 2) were sold. The facilitators and craftspeople gained 
feedback from the students and teachers about product preferences in terms of affordable price and 
design ideas during that interaction. A summary of the workshop details is presented in Table 19.   
  
Figure 69: Craftspeople supervised students who learned to make glass-beads 
   
Figure 70: Facilitators sold products and craftspeople showed how to weave beads 
Table 19: Summary of the glass-bead-making workshops 
 SMAN 2 Pare SMAN Jombang SMAN 2 Jombang SMAN Kertosono 
Distance from 
the site 
21 km, or 
24 minutes drive 
13 km, or 
17 minutes drive 
13 km, or 
17 minutes drive 
16 km, or 
20 minutes drive 
Selected package Complete package Complete package Complete package Complete package 
Number of 
participants 
60 students 
2 teachers 
40 students 
2 teachers 
30 students 
1 teachers 
40 students 
2 teachers 
Place of 
workshop 
In a closed school 
hall located at the 
entrance of school 
In a school mosque 
terrace located in 
the middle of the 
school 
In a closed school 
hall located in level 
three in one of the 
school buildings 
Presentation in the 
school laboratory, 
and glass-bead-
making in a yard 
located in the 
middle of the 
school 
Duration of each 
workshop 
Three hours Three hours Three hours Three hours 
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6.9 SEVENTH CANGKRUKAN MANIK MEETING 
At the seventh Cangkrukan Manik meeting, the researcher provided photos of the glass-bead-
making workshops for an evaluation session. The photos were categorised per school. The 
researcher invited the craftspeople to share their opinions about the workshops at each school. 
It was reported at the meeting that the glass-bead-making workshops had been held as planned, 
although it was noted that none of the workshops was attended by community leaders. The 
craftspeople expressed their impression that the high school students were enthusiastic about the 
event. The craftspeople stated that some students had shown a persistent attitude in making beads 
despite that the bead cracked easily. Some of the students were too scared to burn the glass sticks 
on the heat, but most of the students were brave and successfully made a simple bead in various 
colours. The enthusiasm of the high school students in learning the glass-bead-making process was a 
good sign for continuing the program in the future.  
C-11 stated that the workshops had matched his hopes. He said that the glass-bead-making 
workshops should be offered to more schools around Jombang or even in East Java. Nevertheless, C-
11 stated that the assistance of the researcher and facilitators was essential to organising the 
workshops. The other craftspeople expressed similar opinions about the workshop. The craftspeople 
shared each other’s joyful experience of their workshop performance. The craftspeople mainly 
talked about the way the students had requested a particular shape or colour combination of bead 
along with their questions and expressive responses. Those points showed that the students 
appreciated the craftspeople’s performance. 
The aim of the glass-bead-making workshops to highlight the existence of the industry had been 
achieved. The day after the workshops, some of the students who had participated in the workshop 
visited the industry right away. One of teachers had ordered a number of beads as souvenirs. The 
students in Jombang had known about the industry, but had paid little attention to it. The 
workshops reminded the students about the craft and the industry. An academic board member 
from one of the schools asked whether the workshop could be held annually as the workshop could 
be included in the school program.  
The glass-bead-making workshops also served as an alternate way to earn money. The income was 
gained by selling products. The income from the sale of products covered the operational cost of the 
workshop, such as the gas, raw materials and fuel for transportation. Each facilitator and 
craftsperson earned IDR 13,175 (US$ 1.30) from the products sold. Those workshops had been 
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provided for free. When the workshops were commercialised and schools were charged the normal 
price, the craftspeople would earn more than that. 
The craftspeople suggested improvements for the workshops, such as involving a minimum of three 
craftspeople during the glass-bead-making session, providing a reward for the best participant, and 
providing better equipment to support an optimal performance (such as folded chairs and desks). 
The craftspeople also stated that the place of the workshops influenced their performance. When 
more people attended the demonstration, it created more energy. Therefore, the craftspeople said 
that up to a hundred participants would be fine and an outdoor setting was the preferred as the 
location for the workshop.  
6.10 FEEDBACK FROM CRAFTSPEOPLE 
Feedback from the craftspeople was obtained by two methods: in a group, and one-on-one 
interviews. A month after the last meeting, there was a wrap-up meeting for group reflection. Five 
craftspeople attended the meeting (C-12, C-13, C-30, C-11 and C-6). All the facilitators (S-3, S-4, A-1 
and A-2) were also present. The agenda of this meeting was to get feedback of the PAR program 
which consisted of the Cangkrukan Manik meetings and glass-bead-making workshops using D-
Manix brand. The meeting also sought possibilities for future planning. 
The researcher asked the participants for their thoughts about the glass-bead-making workshops. 
The following sub-sections discuss the issues that were raised regarding the workshops. 
6.10.1 Glass-bead-making workshop as a potential promotion strategy for the 
industry 
C-6 said that the workshops in the high schools had made an immediate impact for the glass bead 
craft industry. It was evidenced that during the Eid holidays (just 3 weeks after the roadshow), there 
were some consumers coming from Pare, Kediri, Wonosalam and the surrounding areas, who stated 
that they were students or parents or teachers who came because they were interested in the 
information they received from the glass-bead-workshop. C-11 shared his story that after the glass-
bead-making workshop, some students of Jombang Islamic High School came to his workshop and 
asked him to assist them making a craft project as part of a school task. C-11 told the researcher that 
he was pleased with the visit and hoped that the glass-bead-making workshop program could be 
continued. C-1 expressed that the glass-bead-making workshop was a good ‘break’ for craftspeople 
to earn money other than making beads in their workshop. In addition, C-1 said that being a tutor 
had increased the craftspeople’s pride. He also expressed his interest in organising glass-bead-
making workshops in schools, and planned to offer the workshop to many schools.  
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C-2 restated that the glass-bead-making skill was outstanding and rare in the country. Therefore, 
providing training through the glass-bead-making workshops for students would contribute to 
promote not only the industry but also the high level of glass-bead-making skill of the craftspeople. 
C-2 expressed his idea of having a training centre which could issue a certificate of glass-bead-
making skill in many levels ranging from the simplest to the most difficult one. C-2 shared his dream 
of having a bead institute as a research and development centre for the future of the bead craft. 
C-3 added that he had approached the local government’s Department of Education regarding the 
possibility of introducing the glass bead craft as a subject to be included in the primary and high 
school curriculum. Enthusiasm for the workshops was also inferred from C-6, who suggested the 
production of a t-shirt with the D-Manix logo on it to be worn as a uniform during the glass-bead-
making workshops as well as a souvenir for visitors, so they will be reminded of the glass-bead craft. 
However, the craftspeople noticed that those students (or their relatives) mostly came to the bead 
stores located on the side of the village’s main road (including C-3’s, C-8’s or C-2’s bead stores). 
Some craftspeople (C-11, C-12, C-13, C-30) therefore believed that the glass-bead-making workshop 
gave more benefit to the craftspeople who owned bead stores on the main roadside rather than to 
the craftspeople whose workshops or stores were on small streets in the village. In fact, except C-3, 
C-8 and C-2, none of the craftspeople who owned bead stores on the roadside joined the D-Manix 
glass-bead-making workshop program. In addition, those visitors would more likely come to 
Plumbon-Gambang Village than to Mejoyo-Losari Village (where C-12 and C-13 lived). Therefore, C-
12 and C-13 suggested that D-Manix should promote the glass bead craft business in Mejoyo-Losari 
Village as well. 
6.10.2 Future planning of Cangkrukan Manik Meeting and D-Manix 
It was agreed from the previous Cangkrukan Manik meetings that the glass-bead-making workshop 
and the Cangkrukan Manik meeting were the main activities of D-Manix, a new brand created for 
the glass-bead-making, as the name of the group of craftspeople who joined the PAR. The 
craftspeople suggested that D-Manix activities should be continued. Relationships and potential 
economic impacts were the main reasons for the continuation 
6.10.2.1 Relationships 
C-3 said that Cangkrukan Manik created a forum to communicate with other craftspeople about the 
situation of their bead business, other than just with C-2 and C-1, with whom he usually discussed 
these issues. Similarly, C-8 said that the intensive interaction during Cangkrukan Manik and D-Manix 
workshops among the craftspeople had tightened their relationship. C-8 emphasised the importance 
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of continuing to share knowledge about the glass bead business among craftspeople, designers and 
facilitators. However, C-8 said that it was difficult to attend the meetings consistently (each week) 
because he was busy.  
C-6 said that Cangkrukan Manik provided a good chance for him to share new ideas with friends and 
facilitators. The craftspeople were usually busy in each of their own businesses, therefore a time to 
gather in the Cangkrukan Manik meetings was considered as a good ‘productive’ break. C-8 stated 
that he saw ideas coming out of the discussions. Similarly, C-13 and C-12 expressed that they built a 
closer relationship with other craftspeople with whom previously they had rarely communicated. C-
9 suggested that the D-Manix program should be continued with regular Cangkrukan Manik 
meetings (e.g. once in three months). Only C-11 who did not feel that the D-Manix program made 
his relationships with other craftspeople closer. He stated there was no difference in terms of the 
relationships. However, he asked the researcher to organise a regular Cangkrukan Manik meeting 
like the previous ones. Lastly, C-2 noted that it would be important to firstly further tighten the 
relationship among the craftspeople who had already joined D-Manix. C-2 expressed that he was 
optimistic that the collaboration of the craftspeople and the facilitators would result in a productive 
collaboration. 
6.10.2.2 Potential Economic Impacts 
Despite giving positive opinions about the Cangkrukan Manik meetings and D-Manix activities in 
terms of relationships, the craftspeople agreed that D-Manix had not yet yielded a significant 
economic impact. Nevertheless, C-2 stated that he was enthusiastic for the planning to continue to 
turn the Cangkrukan Manik meetings into a professional D-Manix organisation or a business unit.  
6.10.2.3 Future Planning 
It was not only C-2 who said that D-Manix should be continued. Other craftspeople (C-11, C-6, C-11 
and C-12) also expressed that D-Manix should be continued as a business program and should be 
managed in a professional and transparent system and management. However, some issues were 
raised during the discussion about the future planning of D-Manix in terms of the need for a 
coordinator, financial capital, and management. 
6.10.2.3.1 The need for a coordinator 
C-1 emphasised the need for a coordinator or a leader to run the D-Manix program. C-1 contended 
that that coordinator must not be a craftsperson who runs his own glass bead business, in order to 
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avoid conflict of interest. Similarly, C-12 also emphasised the importance of having a coordinator to 
run the D-Manix program with regular meetings like the previous Cangkrukan Manik meetings.  
6.10.2.3.2 Financial Capital 
The other concern about the continuity of the D-Manix program was financial capital. C-6 expressed 
concerned about the need to have initial capital to run the D-Manix program. C-6 suggested that the 
group should collect beads from the craftspeople. Each craftsperson could contribute at least 1 
kilogram of beads as an initial investment in D-Manix. C-6 contended that the price of a kilogram of 
glass beads was lower than a strand of a hundred beads. The comparison was IDR 20,000 for a 
kilogram of beads, and IDR 50,000 for a strand of a hundred beads. C-6’s opinion was supported by 
C-9, then by others. C-9 added that this scheme was seemingly fair and did not burden the 
craftspeople compared to asking the craftspeople to contribute ready-to-wear products or cash 
money. The beads collected from all the craftspeople then could be assembled into ready-to-use 
products. These products could be sold in many ways, such as using the Internet, at craftspeople’s 
bead stores or during the next glass-bead-making workshops. Money raised by the sale of these 
products would be considered as the financial capital of D-Manix in order to run its future programs.  
In order to get capital, the craftspeople suggested seeking sponsors. Based on the craftspeople’s 
experience of organising HARLAH, they were confident enough that D-Manix could get financial 
support from agencies or private providers. There was also an idea to target prominent companies 
(such as banks and mining companies) to support the D-Manix program as part of their corporate 
social responsibility program. D-Manix could also ask for financial aid from the local government.  
6.10.2.3.3 Management 
C-2 queried how the D-Manix program would be managed, in terms of the role of each stakeholder, 
such as the craftspeople, designers or facilitators. Furthermore, he questioned how each member 
would contribute to the D-Manix program. However, C-2 believed that D-Manix could be developed 
into a limited partnership company with legal and professional management.  
6.10.2.3.4 Location of D-Manix office / representative 
C-11, C-6, C-12 and C-13 stated that it would be important to have a dedicated D-Manix bead store 
which could also function as the D-Manix office or representative on the village main road, 
considering that the craftspeople who earned the benefit of the glass-bead-making program were 
those who owned glass-bead-stores on the village main road (who were not necessarily members of 
the D-Manix group).  
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A-1 and A-2 noted that it could take time to set up the D-Manix bead store considering many factors 
such as financial issues. Therefore, A-1 and A-2 proposed the acknowledgement of bead stores or 
houses owned by the craftspeople who had joined the D-Manix program as D-Manix 
representatives. The acknowledgement could be shown by a banner, label or placard. This could be 
an initial step prior to having an official representative bead store or office.  
However, most of the craftspeople did not agree with this suggestion because they considered that 
their homes or workshops were less strategic or representative enough compared to those on the 
main village roadside. Although C-2, C-3 and C-8 (who owned bead stores on the village main 
roadside) offered their bead stores to be used as a temporary representative store for D-Manix, 
their offers had not yet been explicitly accepted by the other craftspeople. 
6.11 COMMUNICATION IN THE PARTICIPATORY PROJECT  
In participatory design projects, maintaining effective communication between facilitator and 
participant is essential. This section describes the consideration given to the choice of 
communication modes to engage participation (the original publication of this section has been 
published in Zulaikha & Brereton, 2013b). The variety and subtlety of oral and written forms of 
communication used by the facilitator during the project is demonstrated below. The cultural and 
educational background of the community influences the effectiveness of some modes of 
communication over the others, as well as the available infrastructure.  
6.11.1 Choice of Communication  
The researcher used both oral and written communication modes during the project. Oral 
communication was delivered by face-to-face contacts and phone calls while the written 
communication was mainly by texting (SMS). The researcher also used printed material (a letter and 
flyer) and email, but did so rarely.  
The purpose of communication was related to three main issues: approaching participants, 
organising the project, and providing miscellaneous information. To introduce the researcher and 
have an initial discussion in order to approach participants, the researcher used oral mode by face-
to-face contact, individually and collectively. The researcher used phone calls only to community 
leaders, to ensure that the community leaders had time for discussion and to make an appointment. 
Once the agreed time and place of the first community meeting had been decided together with 
community leaders, the researcher issued an invitation. Later on, invitations were sent many times 
before every Cangkrukan Manik meeting, mainly to inform the participants about the time. Although 
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those meetings were conducted in the same place, the information about the meeting place was 
always mentioned in the invitation. This was to ensure that the program would go ahead as planned. 
Otherwise, the craftspeople could forget the meeting or prioritise other activity because the 
participatory project had not yet become the craftspeople’s priority. Table 20 shows how the 
researcher used communications in the project. 
Collective face-to-face interaction was the oral mode most frequently used during the project, 
followed by individual face-to-face contact, then phone. Phone calls were used to contact 
community leaders; first, to introduce the researcher prior to meeting; second, to make an 
appointment; and also when certain issues needed to be discussed with certain people. Meanwhile, 
SMS was the only frequent mode used for written communication. Most of the text messages were 
sent collectively, that is, from the facilitator to multiple recipients. However, it was one-way rather 
than reciprocal communication. Mail and email were the least used modes. The researcher had tried 
to spread information through this mode, but there was insufficient response, so she used face-to-
face contact and SMS instead. 
The researcher used SMS extensively. The most frequent SMS was an invitation and reminder of the 
Cangkrukan Manik meeting, then, the agendas of every meeting in short sentences, with the aim to 
make it easy for the craftspeople to forward the message to their colleagues and to ensure the 
craftspeople received the information about the meetings accurately. The researcher also used SMS 
to cross-check information. For example, when the researcher made a draft proposal, the researcher 
asked the craftspeople for their opinion about what information should be included in the proposal. 
Furthermore, the draft proposal was discussed comprehensively in a community meeting.  
The researcher also shared positive news or achievements, such as when the researcher received 
responses from the schools about the workshops. By sharing news updates, the craftspeople would 
feel a sense of ownership of the program.  
The communication was not only about the project, but also to express appreciation and greetings 
related to special community occasions such as the coming of Ramadan. The researcher sent text 
messages to show appreciation of the craftspeople’s hard work in performing the glass-bead-making 
workshop while fasting. In addition, greetings such as the welcoming of the month of Ramadhan 
were sent to craftspeople to share happiness and strengthen the friendly relationship. 
 
 
 
196 
 
Table 20: Use of communication modes in the participatory project 
  Communication Choices 
  Oral  Written 
Purpose  Face-to-face 
Individually 
Face-to-Face 
Collectively 
Phone 
Call 
 Texting 
(SMS) 
Mail/Flyer Email 
Approach         
Introduce the researcher  V V V*  - - - 
Initial discussion  V V -  - - - 
Organise The Project         
Make an appointment  Only if needed V V*  V** - V* 
Make an invitation  Only if needed V -  V** V - 
Share problems/ideas  V V Only if 
needed 
 V** - - 
Make a resume  - V -  V** - - 
News updates  V V Only if 
needed 
 V** - - 
Arrange work 
distribution 
 
V V 
Only if 
needed 
 Only if 
needed 
- - 
Miscellaneous         
Appreciation  V V -  V** - - 
Greetings  V V -  V** - - 
V* : only to community leaders 
V** : sent collectively 
Only if needed : means an additional communication effort 
 
6.11.2 Use of Language in Each Communication Mode 
Both the Indonesian and Javanese language were used for communication during the project. The 
bilingual use of language is common in current Javanese society. The use of the Javanese language 
provided a sense of closeness and facilitated the building of relationships with the participants. The 
local language is commonly used in oral communication, but is rarely used in written 
communication. On the other hand, Indonesian is the language of formal instruction in schools and 
is used for reading and writing purposes, as well as in formal situations. Thus, the researcher and 
facilitators used the Javanese language for the oral mode, and used the Indonesian language for the 
written mode. In collective meetings, both Javanese and Indonesian were used.  
Nevertheless, the use of local language must be done carefully. Javanese speech consists of some 
levels that reflect politeness and honorific expressions. Inappropriate use is impolite and reflects 
cultural insensitivity. Accordingly, the researcher and facilitators used a high level of Javanese 
speech (Kromo) when speaking to an older or respected person, and medium level (Ngoko) to a 
person of similar age and social status.  
The other important issues of communicating with craftspeople orally are the intonation and the 
type of sentence. The researcher consistently spoke in an informal intonation to maintain 
friendliness, and expressing ideas as questions to solicit feedback. This gave the craftspeople a 
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chance to interact, and helped to engage their responses and avoid passivity. Otherwise, the 
researcher would miss key information about their ideas or feelings.  
The use of Indonesian language in written mode was to ensure that the message was 
understandable. Nevertheless, it created a formal impression which means distance. Therefore, the 
researcher maintained a friendly tone and politeness when sending SMS, by using the following 
structure: “Greeting (thanks to God) + main content + thank you”. The craftspeople did not 
necessarily reply to messages. Replies usually comprised only one or two words, such as “Yes 
ma’am”. Nevertheless, no response did not mean they were not interested in the issue. Therefore, 
in a case when an immediate response is needed, it would be better to call or have a face-to-face 
meeting. 
The most effective modes of communication during the project were face-to-face interaction and 
SMS. Face-to-face interactions conveyed tacit knowledge by the style of speech, dress, or even 
means of transportation used; in addition to the verbal message. Tacit knowledge builds trust and 
rapport which are essential to effective networking practice. In addition, collective face-to-face 
interaction enabled immediate responses to be received from community leaders and other 
members. Rural communities have a strong cohesive culture in which their decisions will be greatly 
influenced by a respected person or persons. Collective face-to-face meeting accelerated effective 
engagement. 
The low usage of email or mail was apparently caused by the limited written communication skill of 
craftspeople. Email was also less popular as the infrastructure is insufficient to support a reliable 
Internet communication, creating more obstacles to use email than SMS or phone. 
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7 Analysis of Participatory Action Research 
This chapter presents the analysis of the participatory action research explained in Chapter 6. Each 
PAR is unique (Bradbury & Reason, 2006). Each PAR has different goals, depending on the context. 
Analysis of the PAR in this chapter considers three issues: the power relationships, practical 
outcomes, and evolving roles of actors in the participatory project. This analysis provides important 
issues that arose on the craftspeople’s side. 
The first part of this chapter examines the power relationship between the parties in the 
participatory project, especially among the craftspeople. In this part, an explanation about the 
community leader and grouping tendency is provided, in order to give a comprehensive 
understanding about the power relationships in the community. The next section discusses the 
practical outcomes in terms of the knowledge gained during the PAR. The practical outcome led to 
awareness about what is considered essential to engage rural craftspeople to have a vision for their 
future. Furthermore, the chapter examines the evolving roles of the actors in the participatory 
project, as well as the roles of the participatory researcher and facilitators. The analysis explains the 
“change” achieved in the participatory project by examining the social and economic impacts of the 
glass-bead-making workshops as an action taken in the participatory project. The chapter ends with 
a discussion of the limitations of the participatory project.  
7.1 POWER RELATIONSHIP 
7.1.1 A community leader and grouping tendency 
The adherence to hierarchy in the community is a social aspect to be considered in the 
implementation of participatory action research. Through the interviews, the role models in the 
community were identified. These role models, also referred to as community leaders in this project, 
were the craftspeople who were mentioned by others most often in the interviews. In this 
community, they were C-1, who was the head of the APPMA; C-2 who was the head of the APKJ53; 
and C-3 who was the chair of the committee of large big community events, such as HARLAH (C-3). 
They were prominent craft-businesspeople in the community, as indicated by the numbers of their 
                                                          
53Asosiasi Pengusaha Kerajinan Jombang (Jombang Craft-Owner Association) 
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craft-workers and outlets, and were glass-bead-making experts, except C-1 (who said that he was 
more a glass-bead entrepreneur than a glass-bead maker). 
The craftspeople were likely to follow these respected community leaders. The community leaders 
tended to work with craftspeople they trusted and it was this tendency that formed the grouping. 
The grouping tendency was not only shown by the community leaders, but also by the other 
craftspeople. There were craftspeople who tended to work in certain groups. There were also 
solitary craftspeople who tended to work alone.  
There were common reasons for selecting colleagues to work with, such as family relationship, 
neighbourhood proximity and similarity in political views. For example, as shown in the grouping 
tendency illustrated in Figure 71, C-2 tended to work with C-9 and C-6, because they had a family 
relationship. However, on some occasions, C-2 also worked with C-3, although they did not have a 
family relationship. An interview with C-3 revealed that C-3 admired C-2 because of his success, and 
he often visited54 C-2’s store to discuss matters, resulting in a close relationship and establishing 
trust.  
A similarity in political views occasionally led to proximity that resulted in business cooperation. For 
example, the village head was C-1’s brother-in-law, while C-11 was a political activist, who was also a 
committee member of a local election committee. C-11 was one of the team that supported C-1’s 
brother-in-law during the village election. The close political relationship led to their cooperation in 
the glass-bead business. Originally, C-1 was not a glass-bead craftsperson. He had come to the village 
to marry the daughter of the previous village head. As the glass-bead craft was the main occupation 
of people in the village, C-1 learned to run a glass-bead business. Nevertheless, his glass-bead-
making skill and design skill were less than his communication and IT skills. In addition, C-1 had 
graduated from an undergraduate degree, which was a rarity among the craftspeople. C-1’s skills 
enabled him to successfully run his online glass-bead business55. C-11 fulfilled C-1’s orders for glass-
beads, whereas C-1 acted as the trader who identified markets through the Internet.  
Besides family relationships and similar political views, there were craftspeople who cooperated 
because of their shared neighborhood. As illustrated in Figure 71, C-12 and C-13 had a tendency to 
work together because both came from the same village (Mejoyo-Losari) that was outside the main 
village of the glass-bead craft industry, Plumbon-Gambang.  
 
                                                          
54 In the rural community, there is no need to make an appointment before meeting. Anybody who already had a close 
relationship can visit their colleague without notification in advance. This is because both of them already know each 
other’s habits regarding which time is work or free time. 
55
 See Section 4.4.1 
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Figure 71: Grouping tendency among the craftspeople 
As well as groups of craftspeople who are likely to cooperate, there were some craftspeople such as 
C-8 or C-30 who rarely cooperated to fulfil orders or share markets. C-8 rarely accepted orders from 
his fellow craftspeople or gave orders to others. Nevertheless, craftspeople kept coming to his store 
because he owned a glass-bead materials store56. He knew much information about his fellows’ 
current glass-bead business situation; for example, he knew which craftsperson received the most 
orders, by the amount and type of materials each person bought. C-30 did not have a store and 
simply tended to work alone. However, in a rural community, craftspeople could not purely work 
alone. There were occasions when they had to interact with their colleagues, because of the close 
neighborhood in which they lived, or when they needed to buy material. Therefore, the craftspeople 
tended to keep up-to-date about each other’s glass-bead business activity. 
                                                          
56 See Section 4.4.2 
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A close relationship in a rural community – because of family relationships, similar political views 
and shared neighbourhoods – has a number of different consequences. On one hand, the close 
relationship in the study area enabled the craftspeople to cooperate. Despite the close relationship, 
to confirm the statement by Koentjaraningrat (1964) in Section 2.1.2 above, there was a possibility 
of conflict in the village because of the organic nature of village life. Consequently, the craftspeople 
tended to cooperate only with certain people in their group and were reluctant to cooperate with 
people outside the group. For example, in this community, the craftspeople who lived in Plumbon-
Gambang Village (the main village producing the glass beads) rarely cooperated with craftspeople 
outside their village.  
7.1.2 Power relationship among craftspeople 
The community of craftspeople had strong social capital when the glass-bead business reached its 
peak. During that time, the craftspeople exchanged materials, and shared orders and new designs. 
However, as the orders significantly decreased, it caused economic difficulty for all the craftspeople. 
This situation triggered tensions and changed the mutual sharing process into an uncooperative 
situation which involved cheating and ‘stealing’ (in terms of copying or taking someone else’s market 
or craft-worker). The economic instability destroyed the social capital in the community. One of the 
implicit tensions in the community occurred between those inside and outside Plumbon-Gambang 
Village.  
From several interviews it was learned that some craftspeople from Plumbon-Gambang Village 
expressed their objective to other craftspeople who sold beads at a cheap price. The suspicion was 
directed towards craftspeople from outside Plumbon-Gambang Village. On the other hand, it was 
inferred from the interviews that craftspeople from outside Plumbon-Gambang Village were 
dissatisfied with the Plumbon-Gambang Village craftspeople who had more opportunities to join 
assistance programs and had the advantage of living in a more strategic location to attract bead 
visitors. Visitors tended to come to Plumbon-Gambang Village, as they saw a concentration of glass-
bead stores along the Plumbon-Gambang Village main roadside. Meanwhile, there was no viable 
bead store in other villages which was attractive enough for visitors. In addition, Plumbon-Gambang 
Village frequently received assistance programs while other villages did not. Therefore, it is 
understandable that craftspeople outside Plumbon-Gambang Village were seldom involved in 
assistance programs.  
Considering this tension, it was important to involve craftspeople outside Plumbon-Gambang Village. 
In this participatory project, two craftspeople who lived outside Plumbon-Gambang were involved, 
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namely, C-12 and C-13, who lived in Mejoyo-Losari Village. They expressed their interest to join the 
project by putting their names and contact details on a sheet provided by the researcher during the 
HARLAH closing night event. The HARLAH closing night event was a good opportunity to involve 
craftspeople outside Plumbon-Gambang Village, as the event was attended by glass-bead 
craftspeople across villages. The announcement for the HARLAH event was made 2 or 3 months 
prior to the event, and it was a large and extensive program (see 6.1.2), therefore there would be a 
good chance to spread the information about this PAR project and make it as inclusive as possible.  
The HARLAH closing night event was dominated by speeches from the Plumbon-Gambang village 
head and HARLAH chairman, followed by the giving of an award and prize to initiators of the glass-
bead craft industry, and then closed by entertainment such as songs by local artists. Hence, the 
involvement of craftspeople in this event was in the form of passive participation. Therefore, an 
implicit conflict among craftspeople was not obvious. It is also important to note that the HARLAH 
event did not require cooperation among craftspeople, except a few craftspeople who were involved 
in the event as committee members. The committee members usually had a close relationship with 
the community leader who was appointed as the chairman.  
In this participatory project, the craftspeople were involved actively in many activities. The 
craftspeople had some discussions, co-designed branding and co-organised the glass-bead-making 
workshops with the facilitators. The craftspeople and community leaders shared their opinions and 
knowledge to the facilitators, and vice versa. This participatory project provided an opportunity for 
the craftspeople to join a “productive” gathering (as per C-8's comment) instead of just as passive 
listeners. 
However, only a few craftspeople consistently joined in the participatory project, such as C-6, C-8, C-
9, C-11, C-12, C-13 and C-30 (as shown in Table 21). The small numbers of participants enabled 
intensive interaction among the craftspeople. Despite the small numbers of participants in the 
participatory project, it could be an exemplary activity of collaboration of glass-bead craftspeople 
across groups. It is necessary to show an initial concrete action instead of an abstract planning to a 
rural community. When this small group was able to generate productive activities, it was expected 
that other craftspeople would like to join. Cederroth (1995) states that prospective off-field 
investment opportunities will immediately attract rural people, even those who have limited 
business skills. However, these businesses were started not only by those with good bead-making 
and business skills, but also by opportunists who had minimum bead-making and business skills.  
During the PAR project, there was no explicit tension between Plumbon-Gambang Village 
craftspeople and the craftspeople from outside that village. As described by Bebbington (2006), rural 
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Javanese people tend to express disapproval with a decision or policy through ‘silent’ resistance. 
However, as a facilitator, the researcher aimed to avoid judgement during interviews and avoided 
dialogue that focused on blaming others. In community meetings, the researcher and craftspeople 
as participants agreed to have meeting rules which emphasised positive thinking, respect for others, 
being inclusive and creative, and staying focused on solutions. Furthermore, in the glass-bead-
making workshops, the collaboration among craftspeople was more evident. Each craftsperson 
contributed voluntarily according to his capacity and ability.  
In conclusion, the participatory research demonstrated that the craftspeople from different groups 
(including those from outside and inside Plumbon-Gambang Village) were able to engage in 
productive collaboration amid implicit conflict in the community. However, this situation was 
possible because all the craftspeople in the community had the same opportunity to be involved in 
the participatory project. Furthermore, a conducive situation in terms of respect and joy was created 
during the Cangkrukan Manik meetings which eased the collaboration process. 
7.1.3 Power relationship between community leaders and ‘common’ 
craftspeople 
The local government pays attention to the glass-bead craftspeople difficulties. For example, the 
local government provides regular programs for craftspeople. The community leaders act as points 
of reference for government agencies (or other institutions) which aim to provide assistance 
programs for craftspeople. It was the community leaders who usually decided activities and selected 
and invited the craftspeople to be involved in the program. Training was the most frequent program 
organised by local government (see 4.7.1.4 and 4.7.4.1). Professionals, lecturers and designers from 
many institutions were invited as trainers for those training programs, with the intention to 
“transfer” their knowledge to the craftspeople. However, those top-down programs frequently led 
to the problem of social jealousy and ineffectiveness, as they could not necessarily be implemented 
in the craftspeople’s context.  
In this PAR project, the invitation to participate was organised in many ways in order to be as 
inclusive as possible. By the open announcement, the participants who became involved in this 
research were not only those in the circle of a particular community leader, but also those who lived 
inside and outside the main village of the glass-bead craft industry, and a few crafts-workers. 
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Table 21: Craftspeople’s attendance during Cangkrukan Manik meetings and glass-bead-making workshops 
Cangkrukan Manik  
Meeting 
Glass-Bead-Making 
Workshop 
Cangkrukan Manik  
Meeting 
Feedback Session 
1st 2nd 3rd 4th 5th 6th 1st 2nd 3rd 4th 7th 8
th
 
One-on-one 
Interview 
22/06/2012 1/07/2012 8/07/2012 14/07/2012 21/07/2012 27/07/2012 30/07/2012 1/08/2012 2/08/2012 3/08/2012 4/08/2012 2/09/2012 
x x x x x C-1 C-1* C-1* C-1* C-1* x x C-1 
C-2 C-2 x x C-2 x C-2* C-2* C-2* C-2* x x C-2 
C-3 C-3 x C-3 C-3 C-3 C-3* C-3* C-3* C-3* x x C-3 
C-4 C-4 x C-4 x x x x x x x x x 
x C-5 x x x x x x x x x x x 
C-6 C-6 C-6 x C-6 C-6 C-6* C-6 C-6* C-6* C-6 C-6 C-6 
C-8 C-8 C-8 C-8 C-8 C-8 C-8* C-8* C-8* C-8* C-8 x C-8 
C-9 C-9 x x C-9 C-9 C-9 C-9 C-9 C-9 C-9 C-9 C-9 
C-11 C-11 C-11 C-11 C-11 C-11 C-11 C-11 C-11 C-11 C-11 C-11 C-11 
x x x C-12 C-12 C-12 C-12 C-12 C-12 C-12 C-12 C-12 C-12 
x C-13 C-13 C-13 C-13 C-13 C-13 C-13 C-13 C-13 C-13 C-13 C-13 
C-14 x x x C-14 x x x x x x x x 
x x C-22 x x x x x x x x x x 
C-23 C-23 x x x x x x x x x x x 
C-24 C-24 x x x x x x x x x x x 
C-25 x x x x x x x x x x x x 
C-30 C-30 C-30 x C-30 C-30 C-30 C-30 C-30 C-30 C-30 C-30 x 
C-31 x x x C-31 x x x x x x x x 
* They did not attend the glass-bead-making workshop but contributed in other forms 
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At the beginning of the PAR, in the first meeting, the community leader (C-2) was dominant and 
controlled the meeting. The outstanding experience and obvious success of C-2 made him an 
exemplary for the craftspeople. Therefore, his suggestions were considered to be the best plan to be 
implemented by the craftspeople. For example, in the first meeting, after having a problem-sharing 
session followed by an idea-sharing session (Chapter 6.2), C-2 suggested that the craftspeople 
should have a new brand (for the whole community), explore new designs and have a cooperative 
action to strengthen the relationship among the craftspeople. The craftspeople agreed with this 
suggestion and showed their willingness to come to the next meeting. 
In the following meeting there was a discussion about the new brand and ideas to attract customers, 
as well as exploring possibilities to create new bead designs. However, it was evident that the 
craftspeople were not necessarily enthusiastic to follow all the ideas suggested by the community 
leader. For example, as explained in Chapters 4 and 5, only a few craftspeople, with a craft-designing 
tendency, had an interest in developing new designs while the others did not show such enthusiasm. 
The finding discussed in Chapter 5 showed that individual assistance in developing designs was 
recommended for each craftsperson rather than in a group. In the second meeting, during a 
discussion to explore new design possibilities, an unenthusiastic situation arose which was evident 
by the craftspeople’s comments during the reflection time at the end of the meeting. Therefore, in 
the next meeting, developing designs was no longer prioritised. Instead, the PAR focused on an 
activity that enabled a collective action and was supported by all the participants. 
C-2’s ideas of attracting (prospective) consumers were also not necessarily agreed to by the 
craftspeople. Instead, the craftspeople were interested in organising the glass-bead-making 
workshop. C-2 showed his support for the workshop idea rather than insisting on his own idea. This 
attitude was a significant support which enabled a conducive situation to arise for the 
implementation of the PAR. 
This research showed that a community leader did not necessarily become the only actor in 
determining the activity of an assistance program and selecting the craftspeople to be involved. 
However, community leaders played a major role in the early stages, especially when socialising in 
the participatory project. A supportive attitude among the community leaders (C-1, C-2 and C-3) was 
significant in ensuring the success of the participatory project although the initial idea did not come 
from them. It can be seen that although none of the community leaders were onsite during the 
glass-bead-making workshops, they contributed by lending bead books, antique beads and 
equipment as well as by providing beads to be sold. A respectful attitude among community leaders 
despite different views also eased the process of the PAR. 
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In conclusion, the power relationships between community leaders and craftspeople were usually 
evident when the leaders selected craftspeople to be involved and decided on the activities to be 
held in previous assistance programs. This tendency frequently led to jealousy among the 
craftspeople. In this project, the researcher strived to spread the announcement as widely as 
possible in order to allow craftspeople outside the circle of the community leaders to participate. 
This research also showed that the craftspeople did not necessarily agree with all the community 
leaders' ideas.  
Instead, the craftspeople decided on the activities based on which one was greeted enthusiastically 
by most of them. However, the community leaders’ conducive attitude in supporting the 
craftspeople’s decision (even contributing to the glass-bead-making workshops) was significant in 
helping the participatory project succeed. 
7.2 PRACTICAL OUTCOMES 
7.2.1 Strengthening craftspeople’s pride 
During the branding design process in Cangkrukan Manik meetings, especially when creating a 
tagline, there was a moment of reflection for craftspeople to write a sentence that represented the 
glass bead craft industry for them (See 6.6.1). The words chosen by the craftspeople reflected how 
the craftspeople saw their work (such as “waste”, “skilful hands”, “creativity") and their hopes 
("prosperity”, “money”, “blessings")57. It was observed that the craftspeople had a positive view of 
themselves in terms of their creativity and skill, and had a hope that their creativity and skill could 
lead them to prosperity (or earning money) and, beyond that, God’s blessing.  
However, those positive expressions were less frequent than the negative expressions that the 
craftspeople used to describe themselves during conversation, especially when the craftspeople 
talked about their position in the glass-bead business. Common terms and phrases used were 
“nrimo”, “merely craftspeople”, “only villagers” and “not intelligent”. These expressions reflected 
that craftspeople tended to see themselves as inferior to others.  
Javanese people have a philosophy of “nrimo”, which means acceptance. Javanese people urge the 
keeping of harmony by minimising open expression if there is a personal conflict (Geertz, 1961 cited 
in Irawanto, Ramsey, & Ryan, 2011). “Nrimo” is an attitude to keep harmony, however, it also leads 
                                                          
57 See Section 6.6.1 
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Javanese people to simply accept a situation and think that it was determined by God (Yuniarti, 
2009). However, accepting does not necessarily mean that they are happy with the situation.  
Although the craftspeople confessed that they faced difficulties in the current craft business, they 
applied the Javanese attitude of “nrimo”. This attitude, more or less explained why the craftspeople 
rarely initiated changes. 
The craftspeople also frequently said that they were “merely” craftspeople. For example, when the 
training on a topic related to business was too complicated the craftspeople (i.e. C-4 and C-5) said “I 
am not intelligent enough to understand the subject”. On other occasions, they said “I am only a 
villager” (C-8) and “merely craftspeople” (C-12). Those words reflect how the craftspeople thought 
about themselves, and the fact that they were not really proud about their outstanding skills.  
In addition, as described earlier, the craftspeople were in a low bargaining position, especially 
compared to the bargaining position of traders or designers. The powerlessness of the craftspeople 
because of their limitations led to difficulties to overcome the current business situation. Comments 
about the passing trends of the bead, the rising price of gas, or economic crisis, were stated 
frequently; while dissatisfactions with others (in terms of policies or manner), such as the 
government, fellow craftspeople, traders and foreign producers producing cheap beads were 
mentioned many times. These views were understandable as the consequence of the feeling of 
being unable to control the situation. 
Through the glass-bead-making workshops in this project, the craftspeople had opportunities to 
speak about their business and demonstrate their skills to the workshop participants. The 
enthusiastic response of the workshop participants to the craftspeople’s performance was a means 
of appreciation for the craftspeople’s skills, which the craftspeople rarely received. 
The "knowledge" that emerged from the PAR in this research was not in the form of tangible 
practical knowledge for the craftspeople. Instead, this research showed the growing "confidence" of 
the craftspeople and gave them ideas about how to “control” their situation. 
After receiving such appreciation at the first glass-bead-making workshop in SMA Negeri 2 Pare, the 
craftspeople were keen to give a better performance for the next workshop. The keenness of the 
craftspeople was evident by their spontaneous initiative to provide "door-prizes" (which were made 
in a night by C-11), the vibrant energy during despite the Ramadhan58 month, and the fact that none 
                                                          
58 During Ramadhan, Muslims perform fasting. They are not allowed to eat or drink since sunrise to 
sunset. 
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of the five craftspeople were absent from the workshops. The craftspeople expressed their 
enthusiasm verbally during the evaluation. The craftspeople shared their experiences during the 
workshop in a cheerful way. The craftspeople’s willingness to continue the glass-bead-making 
workshops was also evidence of their passion. 
The glass-bead-making workshop was an experiential learning opportunity for the craftspeople 
about how to demonstrate their ability to the students, so the students as viewers could appreciate 
the craftspeople’s skill in making beads. Viewers would not necessarily know how difficult it is to 
make the beads, if they just saw the process of making beads. In the craftspeople’s hands, making 
beads seems easy. However, when the students tried making beads by themselves, they confessed 
that making a bead was difficult, even for the simplest type of bead. 
The knowledge gained from the glass-bead-making workshop, in fact, was not only knowledge for 
the craftspeople, but also for the students. By making a bead, the learner will gain – as Dormer said 
(1997) – an intellectual and imaginative possession. Understanding craft quality requires experiential 
learning to the viewers in order for them to appreciate the work of the craftspeople.  
In the recent era when most goods are made by machines, the handmade product is much 
appreciated (see Chapter 1, Section 1.1). However, to get such an appreciation from prospective 
buyers requires sufficient knowledge about the context, which can be gained through experiential 
learning (Richards & Wilson, 2006). The experiential learning for prospective buyers will be an 
opportunity for craftspeople to receive proper appreciation. 
Lastly, the implementation of the PAR resulted in knowledge about collaboration to promote the 
industry. When the situation seems too complex and it is difficult to control the situation, having an 
alternate way of promoting the industry through an activity selected by the craftspeople is more 
effective instead of focusing on the problem. 
7.2.2 Importance of experiential learning to align consumers’ perception about 
the context of the glass bead craft industry 
Local buyers who come to the local glass bead stores rarely ask whether the beads are local hand-
made or imported machine-made beads. Local buyers are usually concerned only about the 
appearance of the beads. On the other hand, the craftspeople also rarely inform prospective buyers 
about the source of the bead, and only focus on the price. Nevertheless, the appearance of the glass 
beads gives little knowledge to the viewers about the capacity of the craftspeople, hence resulting in 
little respect for the work. This is understandable because, as Gowlland (2009) said, recognition of 
the uniqueness needs an announcement. The ‘announcement’ of uniqueness (including the making 
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process) is significant for a hedonic product, as a justification for consumption (Okada, 2005) or as 
an attribute for consumption (Dilley, 2004). In a case when a buyer does not have enough 
knowledge about the product, such as the making process, history or meaning of the pattern, the 
buyer would likely fail to see the value of the product (Grasseni, 2004).  
Although the craftspeople frequently let the buyers see their workshops and gave short explanation 
about how the beads were made, the craftspeople rarely gave comprehensive information that was 
valuable as experiential learning for buyers or visitors. However, giving information about the 
making of the beads is not sufficient without the opportunity to try making a bead. Viewers could 
not appreciate the degree of its difficulty in order to appropriately appreciate the craftspeople’s 
work. 
The glass-bead-making workshops enabled the construction of "consciousness" for both parties 
(craftspeople and students). For the craftspeople, the workshops lead to consciousness about their 
outstanding skill and the importance of providing experiential learning to provide context for 
viewers or prospective buyers. For the students, the workshops lead to consciousness 
about the difficulties of making beads, the history of bead making and other values beyond the 
beads’ appearance.  
7.3 EVOLVING ROLE OF ACTORS IN THE PARTICIPATORY PROJECT 
7.3.1 Evolving Roles of Actors 
This case demonstrates the changing roles among actors in a participatory project, as explained in 
Zulaikha and Brereton (2013a). However, the active role, supportive role and passive role need to be 
redefined by referring to a framework. This section explains each role by referring to Arnstein's 
ladder of participation (1969). 
Table 22 shows the differences between the active, supportive and passive roles of each actor in 
PAR based on the extent to which the actor is involved in planning a meeting, how dominant is 
his/her contribution in making a decision, and whose interest is prioritised when making a decision. 
"Planning" in this table means the agenda prepared for each meeting, while "decision-making" 
means the decision or the result made by the forum in each meeting. 
An actor is considered to take an active role when he/she initiates/suggests/informs/organises the 
agenda of a meeting, then at the end of meeting, this actor is dominant in taking a decision. On the 
other hand, this actor is also more responsible for the success of the action. 
An actor with a supportive role takes the same action as an active actor in initiating, informing, 
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suggesting and organising a meeting as well as being actively involved in the decision-making phase. 
However, a supporting actor may share the priority of interest with the other actors or may just gain 
a secondary priority of interest compared to the other actors.  
A passive actor is not an initiator and is not involved or only makes a small contribution (i.e. 
accepting information then informing his availability to attend) in planning an agenda. In addition, 
the actor with a passive role is not involved in decision-making. 
Table 22: The different role of actors  based on planning, decision-making and priority of interest 
PLANNING DECISION MAKING 
PRIORITY OF 
INTEREST 
ROLE 
Initiate/Inform 
Suggest/Organise 
Decision-maker Dominant ACTIVE ROLE 
Initiate/Inform 
Suggest/Organise 
Decision-maker 
Shared responsibility 
Shared priority SUPPORTIVE ROLE 
Discuss 
Decision-maker 
Less responsibility 
Secondary SUPPORTIVE ROLE 
Little contribution / Silent / 
Not Involved 
Not a decision-maker  Secondary PASSIVE ROLE 
Figure 72 shows the difference between the passive and active roles with reference to Arnstein's 
ladder of participation. In the low levels, namely, manipulation and therapy, the power-holder gives 
information in a single direction, whereas the common people easily accept the advice or 
"education" given by the power-holders. In this level, the decision is completely in the hands of the 
power-holder who acts as the only decision-maker. 
The higher levels, such as information, have a similar pattern as the low level in terms of receiving 
information in one direction from the power-holder. However, the power-holder in the higher levels 
also provides information about people's rights, responsibilities and options. So the possibility of 
manipulating in this level is relatively less than in the lower levels. However, people do not have 
access to discuss the planning or to participate in the decision-making. Therefore, in this level, the 
role of the people is passive. 
In the next highest level of consultation, there is two-directional communication in the planning 
stages between power-holders and the people, but the ultimate decision-making remains in the 
hands of the power-holder. Therefore, people only get a passive role, while the power-holder takes 
an active role. This pattern still appears in the level of placation, but there are more representatives 
of the people in a wider scope in this level. 
The level of partnership is the level where people take a supportive role, while the power-holders 
take an active role. The planning and decision-making are done together. Nevertheless, in the 
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partnership level, the interest of the power-holder is more prioritised than the interest of the 
people, as a power-holder has the responsibility for the risk and achievement of the program. 
In the level of delegated power, the planning is done jointly between the power-holder and people, 
as well as the decision-making. In this level, the responsibility of the action is shared by both parties. 
At the highest level in Arnstein's ladder, namely, "citizen control", the power-holder is not involved 
in the planning and decision-making, so that the active role is carried out by the people. 
In the previous assistance programs for craftspeople, as mentioned in Chapter 4, the community 
leader was the power-holder who decided what activities should be implemented for the 
craftspeople. Meanwhile, the craftspeople had no access in deciding or participating in an assistance 
program. 
Table 23 and Figure 73 show the changing roles of the craftspeople, facilitators and community 
leaders during the PAR. Figure 74 shows the level of participation by reference to Arnstein’s (1969) 
ladder of participation. In the initiation of the project, the community leaders (C-1 and C-2) played a 
supportive role because they suggested the time and place for the first meeting and, together with 
the facilitator, they decided on the time and place for the meeting. However, as the researcher as 
the facilitator initiated the project for her research, her interest to run the fieldwork for the research 
was dominant, and therefore in this case she took an active role. The craftspeople at that stage were 
passive actors as they just accepted the set time and place to meet. 
In the first and second meetings, the community leaders performed a supportive role as they 
suggested and decided the agenda for the next meeting in order to seek ways to enhance the 
craftspeople’s business. Meanwhile, the researcher’s interest was ensuring that the project would 
run well. At that time, facilitator’s interest was still dominant, therefore her role was considered as 
an active role, while the common craftspeople’s interest was secondary because the craftspeople’s 
interest had not yet been recognised. The levels of participation during the first and third meetings 
were at the consultation level (see Figure 74), as the facilitator’s role was dominant in taking 
decisions, but the facilitator organised the meeting according to the community leaders’ suggestions 
and recommendations. 
There was a change in the role of the community leaders in the third meeting from an active role to 
a passive role. They were not involved directly in that community meeting because they were busy 
with their business at that time. However, the facilitator informed the community leaders about the 
results of the meeting.  
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Figure 72: Role of Actors, adapted from Arnstein's Ladder 
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The atmosphere of boredom in the second meeting showed that the craftspeople were not 
interested in some options, including having assistance in developing new designs, except for C-11. 
On the contrary, the craftspeople were keen to talk about the possibility of sharing glass-bead-
making through a professional show. Without a decision from the community leader, who was not 
attend to attend the meeting, the craftspeople decided to continue the plan of showcasing the glass-
bead-making in workshops for high schools. In this case, the craftspeople took a supportive role 
because although the craftspeople took a decision according to their interest, their responsibility to 
continue the project was less than the facilitator’s responsibility. Meanwhile, the facilitator’s interest 
to continue the project was dominant. Therefore, the level of participation at that stage was the 
partnership level (see Figure 74), as the researcher took more responsibility than the craftspeople to 
ensure the continuation of the plan.  
The role of the community leaders changed into a supportive role in the next meeting as they 
approved the craftspeople’s option and suggested improvements for the plan. In the fifth meeting, 
the facilitator’s role remained dominant while the craftspeople’s and community leaders’ roles were 
supportive.  
In the sixth meeting, the role of the craftspeople became dominant and they took an active role. The 
craftspeople saw an opportunity to approach prospective consumers with an action that they were 
interested in. This active role remained until the glass-bead-making workshops were completed. The 
craftspeople needed to get an impression and appreciation from audiences and needed to sell their 
beads. Meanwhile, during the sixth meeting and the glass-bead-making workshops, the role of the 
facilitator was supportive. This was because the craftspeople knew how to demonstrate and perform 
in the glass-bead-making workshops, while the facilitator assisted the craftspeople through 
smoothening the dialogue between the craftspeople and the students and teachers and designing 
marketing tools (such as backdrops, presentations and pins). Therefore, since the sixth meeting until 
the glass-bead-making workshops, the participation was at the level of delegated power (see Figure 
74). 
In the last meetings, all the actors performed a supportive role, but the level of participation was 
down to the partnership level (see Figure 74), as the continuation of an action plan was suspended 
due to the limited time available to the facilitator to continue the program. Therefore, as there was 
no actor to take responsibility to continue the project in the near future, the participation project 
was at the partnership level rather than the delegated power level. However, all parties saw an 
opportunity to continue the project whenever there was funding or an assistance program offered 
by local government. 
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Table 23: The changing role of actors during Cangkrukan Manik meetings and glass-bead-making workshops 
 
 
 Community Leaders Facilitators Craftspeople  
PLANNING 
DECISION 
MAKING 
PRIORITY OF 
INTEREST 
PLANNING 
DECISION 
MAKING 
PRIORITY OF 
INTEREST 
PLANNING 
DECISION 
MAKING 
PRIORITY OF 
INTEREST 
In
it
ia
ti
o
n
 
Informed the 
availability of 
place; 
suggested 
time and place 
for 1
st
 meeting 
Decided time 
Decided place 
Shared-priority; 
because 
community 
leaders also 
sought ways to 
enhance 
craftspeople’s 
business 
Initiated a 
meeting; 
Discussed 
about time and 
place; 
Decided time 
Decided place 
Dominant; 
because the 
researcher 
aimed to do a 
fieldwork for 
the research 
Not involved Accepted 
allocated time 
and place 
Secondary; 
because 
craftspeople’s 
had not been 
asked directly 
about their 
interest 
 SUPPORTIVE ROLE ACTIVE ROLE PASSIVE ROLE 
1
st
 m
ee
ti
n
g 
Suggested 
agenda for the 
next meeting 
Decided 
agenda for the 
next meeting 
Shared-priority;  
-the reason as 
above- 
Organized 
meeting; 
Discussed an 
agenda for the 
next meeting 
Decided 
agenda for the 
next meeting 
Dominant; 
because the 
researcher 
must ensure 
the 
participatory 
project will 
continue 
Little 
contribution for 
agenda the 
next meeting  
Accepted the 
agenda for the 
next meeting 
Secondary; 
because 
craftspeople’s 
interest had 
not been 
obviously 
recognized 
 SUPPORTIVE ROLE ACTIVE ROLE PASSIVE ROLE 
2
n
d
 m
ee
ti
n
g Suggested 
some options 
for action plan 
Decision-
maker; 
Approved some 
options of 
action plan 
Shared-priority;  
-the reason as 
above- 
Organized 
meeting; 
Discussed  
some options 
of action plan 
Decision-
maker; 
Concluded 
some options 
Dominant;  
-the reason as 
above- 
Discussed some 
options of 
action plan 
Accepted some 
options of 
action plan 
Secondary; 
-the reason as 
above- 
 SUPPORTIVE ROLE ACTIVE ROLE PASSIVE ROLE 
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 Community Leaders Facilitators Craftspeople  
PLANNING 
DECISION 
MAKING 
PRIORITY OF 
INTEREST 
PLANNING 
DECISION 
MAKING 
PRIORITY OF 
INTEREST 
PLANNING 
DECISION 
MAKING 
PRIORITY OF 
INTEREST 
3
rd
 m
ee
ti
n
g 
Not Involved N/A N/A Organized 
meeting; 
Discussed the 
most 
prospective 
action plan: the 
glass-bead 
making 
workshop  High 
Schools 
Decision-maker; 
approved 
craftspeople’s 
option and 
suggested 
improvements 
Dominant;  
because the 
researcher 
must ensure 
the 
participatory 
project will 
continue 
Discussed the 
most prospective 
action plan:  the 
glass-bead 
making 
workshop to High 
Schools 
Decision-
maker; 
Chose an 
option after 
discussing its 
risk and 
advantage 
Secondary;  
Craftspeople 
had shown 
their interest 
but had 
limitations to 
continue (in 
terms of 
knowledge) 
 PASSIVE ROLE ACTIVE ROLE SUPPORTIVE ROLE 
4
th
 m
ee
ti
n
g 
Discussed the 
detail 
implementatio
n of the glass-
bead making 
workshop to 
High Schools 
(1) 
Decision-maker; 
approved 
craftspeople’s 
option and 
suggested 
improvements 
Shared-
priority ;  
-the reason as 
above- 
Organized 
meeting;  
Discussed the 
detail 
implementation 
of the glass-
bead making 
workshop to 
High Schools (1) 
Decision-maker;  
approved the 
flow of sessions 
Dominant;  
-the reason 
as above- 
Discussed the 
detail 
implementation 
of the glass-bead 
making 
workshop to High 
Schools (1) 
Decision-maker; 
recommended 
the detail flow of 
sessions and 
other details 
such as material 
and 
transportation 
Secondary;  
-the reason as 
above- 
 SUPPORTIVE ROLE ACTIVE ROLE SUPPORTIVE ROLE 
5
th
 m
ee
ti
n
g 
Discussed the 
detail 
implementatio
n of the glass-
bead making 
workshop to 
High Schools 
(2) 
Decision-maker; 
approved 
craftspeople’s 
option and 
suggested 
improvements 
Shared-
priority;  
-the reason as 
above- 
Organized 
meeting; 
Discussed  the 
detail 
implementati-
on of the glass-
bead making 
workshop to 
High Schools 
(2);  
Decision-maker;  
decided the logo 
and tagline 
according to 
craftspeople’s 
suggestion; 
Decided high 
schools to be 
approached 
 
Dominant;  
-the reason 
as above- 
Discussed  the 
detail 
implementation 
of the glass-bead 
making 
workshop to High 
Schools (2) 
Decision-
maker; decided 
contribution of 
each craft 
person for the 
glass-bead-
making 
workshop 
Secondary;  
-the reason as 
above- 
 SUPPORTIVE ROLE ACTIVE ROLE SUPPORTIVE ROLE 
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 Community Leader Facilitator Craftspeople  
PLANNING 
DECISION 
MAKING 
PRIORITY OF 
INTEREST 
PLANNING 
DECISION 
MAKING 
PRIORITY OF 
INTEREST 
PLANNING 
DECISION 
MAKING 
PRIORITY OF 
INTEREST 
6
th
 m
ee
ti
n
g 
Discussed 
preparation of 
the glass-bead 
making 
workshop to 
High Schools 
(2);  Shared tips 
and tricks 
Not involved in 
taking the 
decision;  
(They could not 
come to the 
workshop 
because of busy; 
but contributed 
materials and 
beads to be 
sold) 
Secondary; 
Community 
leaders let 
craftspeople 
to take an 
action 
according 
their interests 
Organized 
meeting;  
Discussed  the 
responsibility 
of each person 
in the 
workshops 
Decision-maker; 
decided timing 
and 
transportation; 
designed 
marketing 
supports 
Shared-
Priority;  
-the reason 
as above- 
Discussed 
preparation of 
the glass-bead 
making 
workshop to High 
Schools (2);  
Shared tips and 
tricks 
Decision-
maker; decided 
costumes and 
materials; and 
who do what 
Shared-Priority;  
Craftspeople 
saw an 
opportunity to 
approach 
prospective 
consumers with 
an action that 
they were 
interested in it 
 PASSIVE ROLE SUPPORTIVE ROLE SUPPORTIVE ROLE 
1
st
 -
4
th
 
G
la
ss
-b
ea
d
-m
ak
in
g 
w
o
rk
sh
o
p
 Little 
Contribution;  
 
Accepted the 
decision to 
contribute:  
entrusted 
beads for sale; 
lent 
equipment, 
books and 
materials 
Secondary; 
-the reason as 
above- 
Organized 
actions; 
Facilitated 
actions  
(a connector 
between school 
and 
craftspeople);  
Organized lay 
out of the room 
Decision-maker; 
led the dialogue 
by acting as 
master of 
ceremony and 
moderator 
Secondary;  
the 
researcher 
let 
craftspeople 
enjoy the 
action and 
gave their 
best 
performance 
Organized 
actions;  
how the glass-
bead-making 
demonstration 
and tutorial 
should be 
organized 
Decision-maker; 
decided the 
best student 
performers 
Dominant;  
Craftspeople 
needed to get 
impression 
and 
appreciation 
from 
audiences and 
sold their 
beads  
 PASSIVE ROLE SUPPORTIVE ROLE ACTIVE ROLE 
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 Community Leader Facilitator Craftspeople  
PLANNING 
DECISION 
MAKING 
PRIORITY OF 
INTEREST 
PLANNING 
DECISION 
MAKING 
PRIORITY OF 
INTEREST 
PLANNING 
DECISION 
MAKING 
PRIORITY OF 
INTEREST 
7
th
 m
ee
ti
n
g 
Little 
Contribution; 
Accepted 
researcher’s 
report about 
the action 
Secondary; 
-the reason as 
above- 
Organized 
meeting; 
Discussed the 
evaluation and 
reflection 
about the 
previous action 
Decision-
maker;  
Continued the 
action within 
researcher’s 
availability 
Shared-
priority;  
the 
researcher 
was 
constrained 
by some 
limitations 
(i.e. time and 
funds) 
Discussed the 
evaluation and 
reflection about 
the previous 
action 
Decision-
maker;  
Continued the 
action in 
future 
planning 
Shared-priority;  
Craftspeople 
would like to 
get more 
audiences and 
increase the 
impact to them 
 SUPPORTIVE ROLE SUPPORTIVE ROLE SUPPORTIVE ROLE 
W
ra
p
-U
p
/ 
Fe
ed
b
ac
k 
Suggested some 
improvements 
Decision-
maker; 
consider the 
action to be 
promoted as 
an assistance 
program 
Shared-priority;  
community 
leaders also 
sought ways to 
enhance 
craftspeople’s 
business 
Organized 
meetings and 
interview; 
Decision-maker; 
temporarily 
suspended the 
continuation of 
the action, while 
looking for a 
chance to 
continue 
Shared-
priority;  
the researcher 
was 
constrained 
by some 
limitations 
(i.e. time and 
funds) 
Suggested some 
improvements 
and future 
planning 
Decision-
maker; Agreed 
to continue 
the action in a 
more 
professional/c
ommercial way 
Shared-priority;  
-the reason as 
above- 
 SUPPORTIVE ROLE SUPPORTIVE ROLE SUPPORTIVE ROLE 
219 
 
 
Figure 73: The Changing Role of Actors in Each Meeting 
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Figure 74: Estimated level of participation of PAR referred to Arnstein's Ladder's theory
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7.3.2 Role of Participatory Researcher/Facilitators 
The scheme in the previous section shows that the role of each party changed during the PAR 
depending on the extent to which each party was involved in the planning and decision-making. The 
facilitator worked for both the craftspeople and the community leader. According to Lee (2008), the 
tactic implemented here is the facilitators as strategist using both the top-down and bottom-up 
approach. The facilitator acted as a motivator at the beginning of the PAR project, while the 
craftspeople were creative clients. During the glass-bead-making workshops, the facilitator 
supported the craftspeople to ensure that the planned action ran smoothly and achieved the goal to 
provide a comprehensive context about the glass bead craft industry to high school students and 
therefore raise the appreciation of the craftspeople.  
This study suggests there are three essential tasks for the researcher and facilitators in a 
participatory project: to maintain communication, to engage the bottom-up decision-making 
process, and to boost the project. Each of these tasks is discussed in more detail in this subsection.  
7.3.2.1 Maintain Communication 
Awareness of the implicit grouping tendency in the community led to the strategy to target 
influential people in each group. Maintaining non-judgemental attitude during communication was 
critical, as each group could have expressed a dislike for another group. An awareness of sensitive 
issues was necessary so that tension among the groups about price, markets and designs did not 
occur.  
This situation frequently happened during face-to-face interactions because, as Kerr (1991) 
explained, a rural community has an inter-related aspect of life. Discussing business often led to 
discussing a family issue, and was a sign that the craftspeople were beginning to trust the 
researcher. The researcher must respect this trust, and not only focus on the research topic.  
The mode of communication used during the project also contributed to its success. The 
combination of face-to-face communication and the use of SMS messages in simple sentences (to 
inform, invite and organise the participants) enhanced the project collaboration. Face-to-face 
communication created a feeling of closeness and trust between the facilitators and participants. A 
sign of closeness feeling was reached when craftspeople provided tea, food, even meals, and then 
began to talk about their family problems, and spoke in the middle level of Javanese language. 
Meanwhile, a sign of “trust” was revealed through shared stories about sensitive issues such as: 
secret techniques of treating beads, special material used, as well as names and addresses of 
craftspeoples’ customers. 
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Overall, the important issue in maintaining communication is respecting the sensitive issues in the 
community. Having this understanding enabled the facilitator to build trust and develop close 
relationships. Once trust was established, it laid the foundation for bottom-up decision-making. 
7.3.2.2 Engage Bottom-Up Decision-Making 
Despite the benefits of bottom-up decision-making, it is difficult to achieve (Bebbington, et al., 
2006). It was necessary for the facilitators to ensure that the participants had the enthusiasm to 
share their ideas as well as to avoid the “free-ride” problem59. Otherwise, the craftspeople tended to 
be passive, possibly because of their cultural background, limited knowledge or the local political 
situation.  
The enthusiasm to share ideas depends on the participant’s view of the future and level of comfort 
to speak in the situation. The craftspeople tended to willingly speak in informal situations. 
Therefore, the facilitators provided games and organised discussions in such settings. 
The role of the community leaders as patrons became influential. When one of these patrons was 
speaking, everybody was likely to agree and follow his suggestions. Therefore, to make the 
participants think for themselves and to avoid the domination of the group, the facilitators usually 
repeated the statement of the patron, but turned it into a question. This strategy was also applied 
when the facilitators made suggestions. All suggestions were delivered as questions. Instead of 
insisting on people agreeing with the idea, it was vital for the facilitators to ensure there were 
opportunities for the craftspeople to express their views. It was observed that, once a participant 
felt comfortable with a facilitator, they began to talk and share ideas. Otherwise, all the ideas would 
have come from the facilitators and not necessarily reflect the participants’ needs or preferences. 
                                                          
59
 Olson (1965) identified a “free-ride” problem as an issue of working in a group, when some people try to get 
much benefit with less contribution.  
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7.3.2.3 Boost the Project 
Project acceleration was needed at different times during the project when the risk of boredom and 
stagnancy arose. Such a situation can occur when an atmosphere of pessimistic is created in the 
meetings. This can have the effect of making participants reluctant to come to the next meeting.  
The involvement of insightful and motivating facilitators was therefore needed to overcome the risk 
of stagnancy. As well as having interpersonal and political skills, the facilitators’ educational 
background in the design field was an advantage to boost the project and optimise the potential of 
the craftspeople. By motivating the participants to be active, the facilitators’ views were used as an 
input for discussion rather than simply being adopted as decisions.  
There are a number of crucial issues to be considered when facilitating a participatory project. The 
interpersonal and political skills of the researcher and facilitator are significant in maintaining 
communication and engaging bottom-up decision-making. The facilitators’ background and expertise 
can be used to accelerate the project. The present study supports previous theories that a 
participatory researcher acts as a convenor, motivator, catalyser, organiser and facilitator, and that 
the roles tend to shift during a project. Once the participants have become enthusiastic about the 
project, the researcher should change their role into a supportive role and ensure that the 
participants are able to decide the output. 
7.3.2.4  A “Pseudo-Insider” 
This research indicates that due to sensitive issues and conflicts of interest among the craftspeople 
in the community, the presence of a person who has no interest in having a glass bead business, or 
an “outsider”, to manage a collaborative action is needed. However, the presence of an "outsider" is 
not necessarily effective when the outsider does not acknowledge the situation sufficiently. 
Therefore, this research proposes that the presence of a "pseudo-insider" is needed in a 
participatory project. A pseudo-insider is an outsider who has a comprehensive knowledge of the 
situation being studied and who is well-accepted by the community. In this research, the researcher 
acted as a pseudo-insider and this role contributed to the ability to engage the craftspeople to come, 
share and act in the collaborative project. 
7.4 SUMMARY 
The lesson gained from the PAR project is about the important factors to be considered in the 
context of the rural glass-bead craft industry. Firstly, it is important to support craftspeople to gain 
their confidence and appropriate recognition of their outstanding skill, as well as providing 
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information about the glass beads to (prospective) buyers through experiential learning. Secondly, it 
is important to have a cooperative representative in the form of an office or bead store located 
along the village main roadside. These two issues had not been previously considered in the 
assistance programs or research about the rural craftspeople. 
The meaning of “consciousness” in this PAR project is slightly different from an action research in 
which the oppressor (powerful) and the oppressed (powerless) parties were identifiable. In this 
context, there was no party intended to maintain its power. In this case, the powerlessness of the 
craftspeople was caused by their limitations, both economic and educational, to face external 
factors in the craft business.  
The craftspeople, in fact, noticed the social hierarchy in the community which affected the decision-
making about participation in assistance programs for craftspeople. However, even though the 
craftspeople were not satisfied with this practice, they chose to be silent or not directly express their 
objection. On the other hand, the community leaders were cooperative in seeking ways to enhance 
the industry rather than simply imposing their suggestions.  
"Consciousness" in this research means that craftspeople realised their “power” or strength, which is 
their outstanding skill, that needs to be revealed and conveyed comprehensively in an experiential 
learning package for the viewers (or prospective buyers). This way, the viewers will gain sufficient 
knowledge and see the value of the craft industry. Such appreciation is expected to have an impact 
on the justification for a local buyer to buy local beads at a higher price. 
The degree of participation, in terms of whether the PAR was a strong or genuine participation in 
reference to Arnstein’s ladder theory, is evaluated by examining the role of actors, during the 
planning and decision making process, as well as whose interest is prioritized.  
A strong degree of participation is indicated by some factors (see table 4): namely the various 
background of actors, ownership of the project, distribution of responsibility, the process of 
decision-making and the empowerment. This PAR involved various backgrounds of actors; namely 
craftspeople, the researcher, design students, designers and high school students. Craftspeople 
consisted of community leaders, and common craftspeople inside and outside the main village of 
craft industry, Plumbon-Gambang.  
Nevertheless, this PAR had not yet reached a strong participation considering the other indicators 
such as: ownership of the project, distribution of responsibility, decision making and empowerment; 
but there was a positive sign of project continuation to and a stronger likelihood of participation in 
the future project. 
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7.5 RECOMMENDATION 
Participatory action research is an opportunity to enhance craftspeople’s business. Active 
participation is easier to facilitate when craftspeople are given the opportunity to make their own 
decisions to fit their own passions and needs. However, some essential steps must be taken before 
initiating a PAR project. The first step is overcoming the situation of complaining and blaming in the 
craft industry by encouraging craftspeople to share ideas and optimistic views of their future. The 
second step is encouraging the craftspeople to work together. The third step is providing reflection 
time for the craftspeople through some activities, such as creating a branding, a tagline or 
discussion. The fourth step is assisting the craftspeople to gain their confidence and utilise the 
craftspeople’s strengths as a basis to get extra income. 
It is important to continue this research in order to enhance its significance in empowering 
craftspeople. The researcher’s background as a lecturer in a local university is an advantage to 
continue the research into a long-term research project in collaboration with local government or 
other agencies.  
7.6 LIMITATIONS 
PAR is an emergent process rather than a goal (Tritter & McCallum, 2006; Whyte, et al., 1993). In this 
research, the limited timeframe of a PhD caused limitations in continuing the PAR into the next loop. 
There are still some aspects that need to be improved in order to enhance the quality of outcomes in 
this research, such as the involvement of powerless parties, namely, craftspeople outside Plumbon-
Gambang Village, crafts-workers, female crafts-workers (who worked as bead assemblers), and 
crafts-owners whose businesses were currently struggling to survive.  
In this research, the researcher found that the craftspeople in relatively stable business conditions 
were more enthusiastic about joining the program than those whose businesses were struggling to 
survive. The researcher was aware that unsuccessful craftspeople were actually the ones who did 
need intensive support. However, participatory research is based on voluntarily participation. The 
researcher could not impose who should participate in the project, including unsuccessful 
craftspeople many of whom had already changed their job.  
Despite the enthusiasm of the craftspeople to carry out some actions during the Cangkrukan Manik 
meetings and glass-bead-making workshops, the involvement of a facilitator in organising those 
activities is still needed. Nevertheless, the facilitator should be accepted by the groups in the 
community in order to avoid sensitive issues in terms of the grouping tendency in the community.  
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8 CONCLUDING REMARKS 
This study explored the use of the participatory approach in developing a model of collaboration to 
pursue innovation in the Indonesian rural craft industry. The main aim was to prevent a further 
diminishment in the number of rural craft industries and increase the self-determination of 
craftspeople, so they will remain in their jobs and take advantage of the era of the creative industry. 
This research provided in-depth analysis of opportunities and challenges amid a growing literature 
on participatory design for marginalised people in developing countries. This research specifically 
addressed the lack of knowledge on the use of the participatory approach to empower rural 
craftspeople. 
8.1 RESULTS 
The craftspeople in the community in the study area had strong social capital when the glass-bead 
business reached its peak. During that time, they exchanged materials and shared orders and new 
designs. However, as the orders significantly decreased, it caused economic difficulties for all the 
craftspeople. This situation triggered tension and altered the mutual sharing process into an 
uncooperative situation with behaviours such as cheating and stealing. The contextual inquiry 
highlighted that economic instability had destroyed the social capital in the community. As the glass-
bead craft association (APPMA) did not have enough power to apply sanctions or prevent anti-
competitive behaviours, this worsened the situation. 
Many scholars have argued that the facilitation of a bottom-up program and collective action in a 
community will face many challenges (Beard & Dasgupta, 2006; Bebbington, et al., 2004) particularly 
in rural areas with strong social cohesion characteristics. However, in this case, the rural 
craftspeople of Jombang performed their glass-bead-making workshops collaboratively, which 
indicated positive signs for rebuilding the social capital of the crafts community and the support for 
community development. 
The criteria that encourage collective action include the ability to understand the local political 
situation, the ability of the facilitators to respect the unique potential of craftspeople as well as 
backing up the craftspeople with the required skills to succeed in the program and to obtain the 
economic benefits of the program. 
228 
 
The approach to community leaders, building a close and friendly relationship with the craftspeople, 
as well as setting up the program to be as inclusive as possible, allowed the craftspeople to engage 
in and easily join the project.  
8.1.1 Collaborative Design Learning  
This research demonstrated a collaborative process between the designers and craftspeople, in 
which craftspeople were able to produce new designs derived from the exploration of their potential 
instead of being directed by a designer (Chapter 5, Sections 5.3.5 to 5.4.2). 
The model of collaboration in this research is an alternative way of collaboration with an equal 
power relationship between the craftspeople and designers. Craftspeople have tended to be in 
lower power relationships with designers or artists since the industrial revolution (Chapter 2, Section 
2.2.1) to the modern day (Chapter 4, Section 4.4.4). In fact, there are important differences between 
craftspeople and designers or artists (Risatti, 2007; Shiner, 2012) as the nature of the work of these 
three professions is different (Section 2.2.1.2). Craftsmanship and "thinking by making" (Section 
2.2.1.2 and Section 5.4.3) are unique characteristics of craftspeople's ways of working. Therefore, 
instead of considering a designer or an artist as a role model who can train craftspeople to pursue 
innovation, the craftspeople's advisors should follow the craftspeople's interests and ways of 
working. Craftspeople's ways of working can lead to the uncovering of potential or uniqueness that 
reveals the crafts' authenticity. 
In this research, the design process was not necessarily begun by designers sketching. The design by 
making approach (Section 5.4.3), whereby the craftspeople took an active role to generate ideas, can 
lead to novel results. The intensive daily interaction between the design students and the 
craftspeople, combined with cultural probes including provocative questions (Sections 5.3.5.2 and 
5.4.3) posed by the design students to the craftspeople, enabled a process of knowledge sharing. 
Using an adapted model of creative collaboration proposed by Candy and Edmonds (2002), this 
research demonstrated a full-partnership model of collaboration whereby the designers and 
craftspeople collaborated from conception to execution (Section 5.4.5.1). 
The craftspeople constructed their own knowledge when answering the design students' questions 
during the experiments of treating the material. The napkin ring (Chapter 5, Figure 36) and bonsai 
tree (Chapter 5, Figure 40) were examples of the results of the design by making approach. There 
was a good sign of market acceptance for these products. There was an order up to 5000 pieces of 
the napkin ring products from Bali traders while all three of the bonsai tree prototypes were sold off 
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during the market trial in a craft exhibition. Such designs were less likely to have emerged if the 
design process had relied only on sketching. 
The collaborative design learning (as described in Chapter 5) revealed that some craftspeople had 
the potential to design that could be developed further in order to improve their self-determination. 
Therefore, a craftsperson can not only act as the maker of the design ideas proposed by a designer, 
but can also be the initiator of new designs. The collaboration in this study was similar to that 
described by Tung (2012), but the important difference is the role of the designers. In this project, 
the designer does not act as a director, but as a provocateur, facilitator and quality controller 
(Section 5.4.5). The demonstration of this model of collaboration is expected to fill the gap in the 
literature regarding the collaboration between designers and craftspeople in the context of 
empowering rural craftspeople.  
However, this process will be more effective in the following conditions: when the collaboration is 
organised individually (e.g., a craftsperson collaborates with one or more designers) (Section 5.3.5); 
the craftsperson has a passion for designing (Section 5.4.2); and the designer who collaborates with 
the craftsperson has a good personality and has empathy and insight into the market (Section 5.4.5). 
The result of this collaboration is in line with Fillis's finding (2004) that craftspeople's attitudes 
towards the craft business are different. Therefore, a different approach or type of assistance 
program is required for each type of craftsperson. Fillis identified the different types of craftspeople 
in order to investigate the extent of craftspeople’s willingness to internationalise their businesses. 
However, Fillis did not specifically classify craftspeople's passion for design. In this research, it was 
found that a craftsperson with a passion for design can achieve an effective collaboration with 
designers to produce novel products.  
This study contributes to the literature on the participatory innovation method in the context of a 
rural craftspeople's community in a developing country. The combination of an contextual inquiry 
and the participatory design method for the design of innovative products is the main proposition of 
participatory innovation (Buur & Matthews, 2008) (Section 2.6.5). The difference between this study 
and common research in participatory innovation is that this study was not intended to empower 
users or understand users’ needs; rather, this study aimed to empower the producer. In this study, 
the producers were rural Indonesian craftspeople who faced a livelihood issue related to the threat 
of poverty and a low bargaining position in the craft business chain. 
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8.1.2 Collaborative Promotion Project: Glass-Bead-Making Workshops 
A contextual inquiry before PAR was essential to establish a close relationship between the 
researcher and craftspeople, as well as to acknowledge the networks of relations such as grouping 
tendencies of craftspeople and social hierarchies in the community. The intensive community 
meetings resulted in taking action to conduct glass-bead-making workshops. The craftspeople 
created a new network with four high schools to increase awareness of the industry, as the 160 
students who participated in the workshops were prospective local consumers. 
The PAR project provided experiential learning for both craftspeople and students. The 
“consciousness” emerging from this PAR is the importance of showcasing the product’s value. The 
product’s value derives from its difficult making process and the meaning of its pattern and history, 
rather than only from its appearance as stated by Dilley (2004). It is important to find ways to 
communicate the product’s full value to a prospective consumer. Glass-bead crafts are hedonic 
products that will be bought because of their emotional value. A buyer needs justification to 
overcome the feeling of guilt in buying such a hedonic product (Okada, 2005). The experiential 
learning (Section 7.2.2) in glass-bead making workshops (Section6.8) gave participants an 
appreciation of the product’s value, which then served as a justification to buy it. 
The meaning of “empowerment” in this case is not to raise a consciousness of an oppressed group 
against oppressors, instead, it is an empowerment to gain back craftspeople’s confidence about 
their potency, creativity and outstanding skills by having the chance of appreciation from students 
during the glass-bead-making workshops. This confidence is important as craftspeople tended to see 
themselves inferior (Section 7.2.1). Furthermore, a collaboration of craftspeople demonstrated that 
craftspeople (across grouping tendency) were able to work together instead of complaining and 
blaming others. 
Intensive consultation with the community leaders in the early phases of PAR was important to 
ensure the continuation of PAR. The approach to community leaders enabled the researcher to gain 
legitimacy from the community. However, it is important to consider that there were many 
craftspeople outside a community leader's group (such as craftspeople inside or outside of the main 
village, or outside of a family relationship), therefore the involvement of craftspeople in PAR was 
organized not only based on community leader's recommendation. The PAR participant's 
recruitment was organized to be as inclusive as possible to avoid a potential conflict among 
craftspeople because of social jealousy. 
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Previous assistance programs that heavily depended on the recommendation of community leaders 
with a top-down approach had caused social jealousy and raised suspicion amongst common 
craftspeople that it was a manipulative program. However, this research found that, in fact, the 
community leaders were supportive, instead of manipulative, and supported the glass bead making 
workshops (Section 7.1.3). Community leaders did not insist on their ideas when not many 
craftspeople were interested in them. Therefore, the powerlessness in this case was not caused by 
the oppressive attitude of the current power-holder, but because of aspects of the external business 
situation. Hence, empowerment in this case, also means self-determination to find new 
opportunities to enhance their business from the situation that was previously out of their control. 
The workshops also strengthened the internal social relationships among the craftspeople. The 
craftspeople from different groups, ages, and villages shared ideas and worked together to 
implement the glass-bead-making workshops, which was a rare situation as there had been tensions 
between the groups. Therefore, the involvement of an impartial outsider to enable the collaboration 
was essential. Nevertheless, an impartial outsider is not necessarily effective when the context is not 
well acknowledged. Therefore, the presence of a "pseudo-insider" is needed (See Section 7.3.2.4).  
Overall, the results of this research indicated that the participatory approach showed some positive 
signs of success in engaging a community in collaboration to pursue innovation in a rural Indonesian 
craft industry. Those indicators were: the craftspeople's ability to produce innovative products based 
on their own potential and ideas; and the craftspeople’s ability to collaborate and perform a self-
initiated innovative collective action to promote the industry through glass-bead-making workshops. 
The workshops enhanced the internal relationships within the craftspeople’s community and the 
external relationships among the craftspeople, designers and local communities as prospective 
buyers. In addition, the workshops provided an alternative source of income for the craftspeople. 
8.2 CONTRIBUTION TO KNOWLEDGE 
This study makes a number of contributions to knowledge as follows: 
a. This study enriches the scant literature about the rural craft industry, particularly in the 
context of rural Java, Indonesia.  Ethnographic studies by Cederroth, 1995 and Kristiansen, 
2003 described problems faced by rural craftspeople. This research builds upon prior 
ethnographic literature by using an action research approach aimed at moving beyond 
identifying problems and searching for ways to overcome them, by involving craftspeople 
actively in the planning and decision making for an action. The research used a participatory 
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approach to discover craftspeople’s own potential and interest in facing their complicated 
external and internal problems. Otherwise, the project would not necessarily fit their needs. 
Although the findings are specific to the case of rural Indonesian craftspeople, general 
lessons can be drawn.  
b. This study provides a model of generating new products in the rural crafts industry using the 
participatory innovative approach, by integrating design anthropology, participatory design 
and the expert-designer approach in an innovative way. 
c. This research addresses a gap in the field of the participatory design of non-functional-based 
products. 
d. This study provides a theoretical framework for assistance programs seeking to address the 
complicated problems faced by the rural crafts industry. 
8.3 LIMITATIONS 
This research focused on one case in the rural craft industry to enable a deep understanding about 
the case within the 3 year timeframe of the PhD study. The iterative process of participatory action 
research was temporarily interrupted by the absence of the researcher in the village because of the 
thesis writing process. The researcher attempted to sustain the program through long-distance 
coordination with co-collaborators (design students and graduates of the local university). However, 
the co-collaborators faced difficulties in dealing with their own priorities and other commitments.  
8.4 PRACTICAL IMPLICATIONS 
The findings and recommendations of this research can be used as a reference for policy-makers 
aiming to improve the rural craft industry, such as the relevant association of craftspeople, local 
government, the Ministry of Industry, the Ministry of Commerce, the Ministry of Tourism and 
Creative Economy, and the National Crafts Council. The model of collaboration between the 
craftspeople and designers can be applied by design institutions or other agencies pursuing 
innovation in rural crafts industries.  
8.5 RECOMMENDATIONS 
The research showed that in order to engage the rural craftspeople to join, share and act in a 
participatory project it is necessary to take some particular steps. First, a comprehensive 
understanding about the context must be developed. Second, legitimacy from the community must 
be obtained. Third, the researcher must build rapport in order to be welcomed by the community. 
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Fourth, voluntary participation should be ensured. Fifth, the inclusiveness of the activities should be 
maintained by paying attention to sensitive issues in the community. Sixth and finally, the 
craftspeople should be assisted to implement the planned action. The role of the researcher is 
essential in managing communication, engaging bottom-up decision-making and boosting the 
project.  
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